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Pele breve da) Ray 


HE formation of the collection of Ceramic Wares, of which 

at the present volume is a descriptive Catalogue, afforded the 

writer much pleasant occupation during various sojourns 

in Italy, France, and Germany, as also at home in England, many 

years ago, when objects of like class were less understood and 
appreciated than at the present time. 

Not aspiring to the acquisition of the larger and more 
grandiose pieces, which even then demanded a_ prohibitive 
outlay, his main object was to obtain fairly representative 
examples of the various Italian fabriques, and of the master 
potters who worked at them, as also signed and dated or marked 
pieces, when such could be secured. 

The Oriental wares, as of Persia, Damascus, Rhodes, &c., are 
also represented by a few examples, as are the Hispano-Moresque, 
and some few pieces of French and other productions of the 
potter’s art. 

The prices now realized for objects of this class, and the 
absorption of so many specimens by the numerous Museums 
of Europe and America, would render the formation of such 
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a collection at the present time a matter of considerable difficulty, 
long delay, and large cost. The lively interest now taken by the 
industrial classes, equalling that of the educated, in the minor 
productions of Renaissance art, and the historical importance 
attaching to all such productions of past times, are strong reasons 
for their acquisition by public Museums, and England may be 
justly proud of the rich accumulations obtained by purchase, by 
gift, and by bequest, preserved in the British and the South 
Kensington Museums, and in some of the more prominent pro- 
vincial institutions, as of the private collections made by wealthy 
amateurs. 

The enlargement of the Ashmolean Museum at Oxford, 
rendered necessary by the acquisition of the writer’s collections, 
by many other subsequent valuable donations, and by numerous 
purchases, and the increasing development of that ancient and 
venerable institution, now moved to new premises connected with 
the University Picture Galleries, render requisite the compilation 
of descriptive catalogues of the different sections of its contents. 
That of the Greek vases has already been written by Professor 
Percy Gardner, and is published with excellent illustrations in 
folio form. The present volume treats of certain classes of the 
Ceramic Wares of the Renaissance and their sequents. 
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Tue history of pottery is a subject of such large extent, running 
parallel with the industrial progression of the human race from almost 
the earliest development of man’s inventive faculty, and has occupied the 
pens of so many writers!, that, in a work limited in degree and of special 
purport, we need do little more than allude to its wide field and to 
the rise and progress of the potter’s art from primitive to present times. 

First, we find the roughly formed cups and pots, modelled by hand 
and sun-dried or partially baked, on which a few transverse or concentric 
scratches mark the primitive efforts at ornamentation: from these the 
development of the potter’s skill was gradual, until it attained to the 
exquisite forms and matchless outline drawing of the Grecian pottery of 
its best period. 

Close and fine in texture and surfaced with an extremely thin wash 
of semi-glaze, these exquisite pieces were however but indifferently 
adapted for domestic use, wanting as they do a sufficient surface and 


' A reference to the recently published Ceram‘cs, compiled by Mr. W. H. James 
Classed Catalogue of Printed Books in the Weale, the Librarian, will give some idea 
National Art Library, South Kensington: of the vast literature of the subject. 
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interior glazing capable of rendering the porous clay less liable to 
penetration by hot and cold liquids. Totally differing in character but 
equally excellent are those wares of long anterior production in Egypt, 
the minute modelling and wonderful technique of which in the glass- 
glazed figures, beads, amulets and vessels are unsurpassed. 

The discovery of this impenetrable covering seems to have emanated 
from Egypt or from Babylon, and it may be conjectured that its application 
to pottery followed quickly upon the discovery of glass. The earliest 
variety of glaze on wares known to us is that of Egypt, which is nothing 
more than a potash or soda glass applied upon, and in many instances 
interblended with, a body of siliceous and aluminous grit. 

This character of surface covering was in use throughout the East 
from very early time, but being translucent the coarse nature of the 
body of the piece was too apparent and required concealment. That defect 
was met by colouring the glaze with copper or iron oxides, and also 
we find on examination that the larger pieces were in some rarer instances 
washed over with a thin stanniferous, or more generally with a clay 
whitening, and surfaced with a rich thick coating of potash or soda glass, 
in some instances containing a small quantity of lead oxide, to render 
the glaze more fusible. The smaller objects are in many instances so 
interpenetrated by this glaze that when highly baked they really become 
a semi-translucent glass or artificial porcelain, and indeed under the latter 
term we frequently find them referred to by writers on the antiquities 
of Egypt!. ; 

There is a strong affinity between these wares and the potter’s 
productions in Persia, Damascus and Anatolia, during the middle ages 
and the sixteenth and following centuries, as also in northern India 
and Persia to the present day. 

A coarser mode of giazing, which would appear to have had its 
origin in later time, and more among the potters of the western and 
northern portions of the civilized world, consisted in the use of lead 
as an oxide combined in considerable proportion with silica and an 


"We may here refer to the many fine Museum, from the Flinders Petrie, the 
examples of Greek and Roman, as of these Greville Chester, the Henderson and the 
early Egyptian wares in the Ashmolean  Fortnum Collections, and other gifts. 


INTRODUCTORY 3 


alkali. This, known as ‘lead glaze,’ was frequently of yellow or green 
colour, and was applied directly on the surface of the piece, or, where 
a white ground was desired, after the improvement of that surface by 
the application of a thin covering or engobe of white clay over which 
the translucent and nearly colourless glazing was applied. 

Modifications and improvements of this glazing to pottery prevailed 
throughout Italy and other parts of Europe, until the introduction of 
another element in its composition, which, by rendering it opaque and 
of milky whiteness, enabled the potter by one application to cover and 
glaze the coarser body, without having recourse to the previous method 
of an under covering of finer and whiter clay. This new ingredient 
was the oxide of tin, the use of which as an enamel seems to have 
been known in Persia as early as the time of Darius. 

The manner of production varied but little in these different wares. 
The ‘paste’ of which the body of the piece was formed consisted for 
the main part of aluminous earth or clay with more or less of siliceous 
sand, the deposit brought down by mountain streams frequently furnishing 
a suitable material. After certain treatment by exposure to the air and 
sun, drying and pounding, milling with water into the consistence of 
cream, the superabundant water was poured from the deposit after 
an adequate period of rest, &c. When duly prepared, the hand, the 
wooden or bone tool, the potter's wheel, or impression into moulds 
were employed in forming this material into the required shape. The 
pieces, slowly dried and baked at a moderate heat in the potter’s kiln, 
rough of surface, and porous, were then ready for the application of the 
glaze. 

The glaze, be it of what nature it may, is prepared by grinding 
and milling the various ingredients together with water into the consistence 
of thin cream; of this a bath is prepared and constantly stirred, into 
which the pieces are severally plunged and retired, their absorbent nature 
holding on the surface a coating of the mixture into which they had 
-been dipped; again allowed to dry, the pieces are subjected to a requisite 
firing in a specially constructed oven, by which the creamy coating melts 
into a glassy surface on the piece, rendering it lustrous and impervious 
to liquids. | 
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The relative compositions of the paste and of the glaze are important 
considerations with the potter, but are too varied in their character and 
application to be dwelt on here. We may however repeat that in the 
East the glazes in general early use were composed of siliceous sand 
and an alkali; that in Europe the earlier glaze was of softer nature, 
composed of similar materials to which a considerable quantity of oxide 
of lead was added; and that by the addition of oxide of tin an opaque 
white enamel was obtained, which became of general application to the 
better class of earthenware. 

The potter’s wares may, for convenience, be classified firstly in two 
great divisions, viz. earthenware (faience, Terraglia) and porcelain. Pottery 
may again be divided into 


A. Soft paste (Faience a pate tendre). 
B. Hard paste (faience a pate dure). 


The former yields to the knife or file and is fusible at the heat of 
a porcelain furnace. 

The latter, such as ‘stone ware,’ ‘Queen’s ware,’ &c., resists both 
those tests. 


Soft paste pottery is either (1) unglazed or (2) glazed. 


1. The unglazed, which would include all the pottery of prehistoric 
and early times, much of the early Greek, Etruscan, and Roman 
wares, and the coarser productions of all places and times. 


Here we may form a subdivision to include certain of the Greek, 
Etruscan, and Roman and kindred wares, on which a thin surfacing 
or semi-glazing seems to have been applied, and which have been- 


classed apart as ‘lustrous’ pottery. 
2. Glazed wares. These may be arranged in three. leading classes: - 
A. Siliceous glazed. 
_ B. Plumbeous or lead glazed. 


C. Stanniferous or ‘enamelled.’ 


Nearly all the objects to be described in this Catalogue are included 
in one or other of these latter classes. 
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We need hardly do more than allude to the extensive use of ¢erra- 
cotta in classic as in mediaeval and renaissance times, for architectural 
decoration and for plastic art. From the coarse brick to the exquisite 
statuette of Tanagra, mother earth has yielded the material, in itself of 
such small value, but which, by the manufacturer’s ingenuity and the 
sculptor’s skill, has been fashioned into works more durable than marble 
and of the highest value for their artistic excellence !. 

Baked clay has, moreover, been the means of preserving to our 
day the records and the writings of those mighty kingdoms that alternately 
governed the larger portion of Western Asia; when Egypt was in the 
full flood of her prosperity and the Israelites were yet unknown. These 
wondrous books of clay, except for breakage during the devastation of 
cities in the ruins of which they are found, perfectly preserve the minute 
characters with which their surface was impressed some _ thirty-eight 
or more centuries before the Christian era. 


DECORATION. 


The earliest ornamentation of pottery was, naturally, by scratches 
or incisions of the surface or by projecting pieces attached thereto. These 
ornaments, both by incision and in relief, soon took the forms of animals, 
plants, and other familiar objects; outline drawing followed in colour 
probably derived from ferruginous or manganese oxides, while in Egypt 
and the East the use of brighter tints was prevalent from very early 
time, and the siliceous glaze, exquisitely coloured in turquoise blue by 
means of the oxide of copper, was in general use and brought to high 
perfection some thirty or more centuries before our time. 

An early mode of decoration, in connexion with a translucent vitreous 
glaze, was by painting a pattern in manganese black on the surface of the 
unglazed piece, which, seen through the superimposed glaze, is intensified 
and softened in effect. This method is shown on the fragment of a piece, 
one part of which is in the Ashmolean Museum (Fortnum Collection, 


' See No, S. 1, a head in terra-cotta, among the objects of classic art in the Fortnum 
Collection. 
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No. 318), and which formerly adorned the church of Sta Cecilia at Pisa ; it 
will be referred to hereafter and described in the Catalogue. 

In Europe an early manner of adornment, previous to the introduction 
of the stanniferous enamel, was that known as sgraffio or graffio (incised) : 
the piece, after a first baking, is dipped into a bath of white slip; by 
means of a pointed bone or wooden stylus this is scratched away in 
the lines of the required pattern, revealing the buff or red colour of the 
baked clay beneath; over this the lead glaze is applied, its effect being 
enriched by dashes of green and yellow colour. 

Another early kind of ornamentation was by the process known in 
Italy as zngobbiatura: a fine white earth or clay was ground with water 
into the consistence of cream, and by means of a cow’s horn, the 
point of which had been cut off to where a small opening occurs, this 
creamy clay could be applied in spots or lines of ornament on the coarse 
surface of the piece; when fixed by firing this was glazed over, patches 
or dashes of colour being added to give more effect. It was indeed 
a primitive form of the decoration known as pdte-sur-pdte. 

Painting beneath the glaze soon became general by means of colours 
derived from minerals and metallic oxides, at first used in lines or 
zigzag, and other simple patterns and diapering; yellow, blue, dull black 
and green being the prevailing tints. These quickly improved in mode 
of application, purity of colour and richness of design. In Italy rudely 
drawn animals, plants, and human figures are found on very early pieces 
of glazed ware. Soon we find the initial letters, emblems, and arms of 
powerful families, and portrait heads are depicted; but the diaper patterns 
in rich colours for the most part prevail until the well-advanced fifteenth 
century. From that time onwards rapid strides were made, and during” 
its last years and the earlier decades of the sixteenth century painting 
on glazed and enamelled pottery attained to a masterly perfection since 
unrivalled. . 

A striking mode of enrichment is that produced by metallic lustre on 
the surface of the glazed piece. It consists in the application of certain 
salts of copper and silver over the fused glaze; by another firing, in 
a furnace so contrived that on attaining a sufficient heat the pieces 
are subjected to the action of heated smoke from faggots of brushwood, 
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these metallic salts are reduced by the carbon, leaving a thin lustrous 
metallic surface where they had been applied. The invention of this 
method of enrichment has been attributed to Persia, where gorgeous 
tiles decorated her mosques and other buildings of the thirteenth century, 
and probably were used in yet earlier time. Fragments of such lustred 
wares have, however, been found in Egypt, at Fostat, among rubbish- 
heaps of the deserted site of Old Cairo, and it becomes a question whether 
Persia may not have learned the process from Egypt at a time when 
the arts were so advanced at that capital under the influence of her 
earlier Arabian conquerors. 

The Moors took this art with them into Spain, using it as the chief 
adornment of the stanniferous enamelled pottery, a method of glazing 
which they also probably introduced into Europe. Whether these wares, 
now classed as Hispano-Moresque but formerly known in Italy as of 
Valencia, were also produced in the Balearic Islands seems to be open to 
question; that they were imported into Italy from Majorca there can be 
little doubt, as that island gave its name to the lustred pottery produced 
in Italy during the fifteenth and sixteenth centuries which was known as 
Maztolica, a name afterwards misapplied to all her stanniferous glazed wares. 
It was probably also from Moorish or, with less likelihood, from Persian 
potters that this art of giving metallic lustre to any portion of the piece 
was communicated to the Italian artists, who had already acquired the 
knowledge of applying pigments by which rich and varied colours were 
produced and had painted pieces of no mean excellence. 

The introduction of the metallic lustre enabled them still further 
to enrich these painted pieces, and to produce others of the richest 
decorative effect from the brilliancy of their varied lustre in patterns 
only outlined with black or blue. 

It has been stated by Italian historians that the western coast of 
Italy having suffered much from the inroads of Balearic pirates, an 
expedition was dispatched from Pisa to the island of Majorca, the 
towns of which were pillaged and burnt, much booty being brought back 
by the Italian conquerors, and that, in the pious spirit of the period, it 
was decreed that some of the dishes of Majorcan pottery should be 
built into the towers and facades of Pisan and some other churches, as 
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a thank-offering and memorial of the victory. This myth is referred 
to as an explanation of the fact that in many of the Pisan churches, 
and on others in various parts of Italy, disks and dishes of coloured and 
glazed earthenware are seen and have been there (when not renewed) 
from at least as early a period as the thirteenth century. That some 
few of the Majorcan trophies may have been so used is not improbable, 
but a careful and frequent examination of these pieces at Pisa and in 
many other Italian cities assures us that, with rare exception, they were 
of native production and in many instances made specially for the 
purpose (see No. 318 in Catalogue). 


SILICEOUS, VITREOUS OR GUASS GRAZ Da 


Under this head are to be classed not only the antique Egyptian, 
Babylonian, and other Oriental glass-glazed wares already referred to, 
none of which come within the compass of our Catalogue, but also their 
descendants of more recent time. Of such, first, in point of antiquity, 
are probably those fragments found by the late Rev. Greville Chester, 
Mr. Wallis, and others among the rubbish-heaps of Fostat or Old Cairo, 
and pieces of analogous fabrication which occur on the sites of early 
buildings in Persia, &c. Of similar character are those vases and like 
fragments found in Sicily, which we formerly classed as Siculo-Arabian }, 
surmising that they may have been made by the ‘Saracens’ who 
conquered that island in a.p. 827, a surmise which we still entertain, 
although by Mr. Wallis they are believed to be of early Persian origin, 
imported into Egypt and thence to Sicily. Of these rare vases the South 
Kensington Museum has several; the Godman Collection is also very - 
rich ; the British Museum has one vase. Examples are also at Sévres and 
at the Hotel Cluny Museum in Paris; some others are still in Sicily. 


PERSIAN. 


We have already seen that siliceous-glazed wares were produced 
in Persia at a very early period, and also that the decoration by means 


* Vide Catalogue of Maiolica, South Kensington Museum, p. 37. 
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of metallic lustre was practised in that country certainly in the course 
of the thirteenth century, if not long before. In fact there can be little 
doubt that at a remote period glass-glazed wares were made throughout 
the Babylonian and Assyrian kingdoms as well as in Egypt, and that 
from one or other of those great centres of early civilization the mode 
of fabrication was acquired by surrounding countries. The use of the 
oxide of tin for producing an opaque white enamel seems also to have 
been known at Susa in the time of Cyrus. 

Fragments of the ancient glazed wares of Persia, some of which 
show signs of lustrous decoration, are found on the sites of ruined cities, 
but with the exception of the magnificent painted and lustred tiles 
which adorn some of the ancient buildings, we know little of the 
pieces made for general use. These, for the most part, are rudely 
decorated with figures of men and animals, with plants and leafage, 
painted on the sandy paste beneath the vitreous glaze. 


The Persian wares may be classed as follows: 


_A. Architectural ornamental bricks, faced with subjects in relief 
and coloured by a stanniferous enamel. 


B. Fragments of early but uncertain date, with rudely designed 
figures of plants, men, and animals beneath a siliceous glaze. 


C. The richly painted and lustred tiles of the twelfth to the fourteenth 
centuries, of coarse body, siliceous glazed over a stanniferous wash. 


D. Painted and lustred tiles and wares of the sixteenth century. 


E. White wares, highly baked, semi-translucent, and with rich 
siliceous glaze (‘Gombron’ ware). 


F. Wares with decoration in blue or grey on a white sandy body 
beneath a siliceous glaze, some having marks in imitation of Chinese. 


G. Modern reproductions. 


These wares are all, more or less, of the same general composition ; 
a paste of varied coarse or finer grain, but always containing a large 
element of siliceous sand, to which the silico-alkaline glaze will adhere 
by mutual fusion. 
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As in the early Egyptian, this partial fusion of the paste in com- 
bination with the glaze has produced a semi-translucent ware almost 
equivalent to an artificial porcelain. Of such are those classed under 
theiletter i. 

The ornamentation is outlined with manganese grey and black and 
with cobalt blue, on a ground of more or less creamy-white colour. Those 
enriched with lustre have a similar white or rich dark blue ground. 

Among the examples of Persian pottery in the Ashmolean Museum 
we have nothing of very early time, the pieces being for the most 
part probably of the later sixteenth or early seventeenth centuries. 

Perhaps the richest collection of Persian wares in Europe is that 
in the South Kensington Museum. The British Museum has some 
fine pieces from the Henderson and Franks Collections. Of private 
possessors Mr. Godman and Mr. Louis Huth may be specially named. 


After the Persian would follow the ‘Damascus, Anatolian, and the 
Rhodian wares. 

What are generally known as ‘Damascus’ or ‘Damas’ wares were 
probably the production of potteries, not only at that city, but at 
Constantinople, Broussa, and indeed all the principal sites of manufacturing 
industry throughout Syria and Asia Minor. 

They are composed of a sandy and aluminous paste, in some pieces - 
of very fine, in others of a coarse-grained and siliceous nature. On some 
of the finer pieces a thin wash of white clay or stanniferous composition 
is found beneath the rich vitreous glaze. 

The colours used are mostly blues and greens, among which are an 
intense lapis and a brilliant turquoise; red and a dull purple, and some 
yellow. These are harmoniously blended and used in designs of flowers 
and leafage, imbrication and scroll-work, with modified key, leaf, and 
guilloche mouldings. 

The pieces consist of large and smaller dishes, flasks, jugs with 
cylindrical necks globular bodies and loop handles, lamps for suspen- 
sion, large basins and smaller bowls with covers, &c., and occasionally 
candlesticks. 


The approximate period of their perfected production would appear to 
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be about the first half of the sixteenth century, although we find notice 
of pots de terre en facon de Damas in records of the fourteenth and 
fifteenth centuries. 

We should not omit to refer to the magnificent mural decoration so 
much used on the mosques and tombs of Asia Minor, Syria, and other 
provinces of Turkey, at Constantinople, Broussa, and Jerusalem, by means 
of tiles richly painted in diapering and conventionalized floral patterns 
under a vitreous glaze. They are of the same general character of 
pottery as the vessels and other pieces to which we have referred. A 
few examples only are in the Ashmolean Collection. 

The .Rhodian wares are what may be considered as colonial pro- 
ductions by Damascus or Anatolian potters and their descendants, who 
were established in that island, and whose chief site of production would 
appear to have been at Lindus, where remains of their potteries are 
stated to have been found: The forms and designs of the pieces declare 
their origin, but they vary much in quality and beauty, the earlier being 
very superior to the later productions. Examples of each of these varieties 
are in the Ashmolean Museum. 


MISPANOMORESOUE_ WARES. 


The ware produced by the Moorish potters in Spain and perhaps also 
in the Balearic Islands is of very distinct character; in it we see an 
argillaceous body, less abundantly siliceous than that of the Persian wares, 
covered by a rich creamy-white stanniferous enamel of great solidity. 
The decoration depends mainly on the use of the metallic lustre, varying 
in depth from pale golden to a deep coppery tint. 

Central coats of arms, monograms, &c., are surrounded by leafage, 
particularly that which seems to have been derived from the wild briony, 
by diapering in various patterns all of Oriental character, and by raised 
voluted scrolls and leaves. These central subjects and patterns are 
generally outlined in dark blue or manganese black, but on some pieces 
the pattern is entirely executed in the lustre pigment without outline, 
except perhaps upon the central medallion. Valencia and Malaga seem 
to have been the great districts for the production of this pottery, the 
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period of which probably extended from the earlier years of the Moorish 
occupation of that portion of Spain, continuing in great perfection during 
the fifteenth century, to the second half of which it is probable that the 
many fine dishes with central coats of arms may be assigned. On some 
pieces, presumably of early date, the metallic enrichment is but sparingly 
applied, the decoration of the piece being in dark blue with bold leafage 
and fine scroll patterns covering the surface, and lustred only on some 
figures of the ornamentation. In decadence it survived into the 
seventeenth century, and indeed never seems to have quite died out. 
A revival of the coarser ware still continues in Malaga, and some ad- 
mirable copies and imitations of the older pieces of the better time have 
been and are being produced by artistic potters working at their private 
furnaces. These are too frequently passed for genuine upon unwary 
collectors of the present day. Of the wares which may have been 
produced in Spain by the earlier ‘Saracenic’ invaders of the eighth 
century, we have no definite knowledge, nor of those of the period of 
Abd-el-Rama at Cordoba, except the few tiles still existent at the mosque 
in that city. We cannot look earlier than to the thirteenth century for 
the production of such wares as those now classed as Hispano-Moresque. 
The greater number of the armorial dishes, &c., in collections are 
probably of the time of Ferdinand and Isabella, though pieces of more 
distinctly Moorish character, of which the South Kensington, the British 
Museum, the Godman and some other collections can boast, are of 
anterior date. These wares were largely imported into Italy, where they 
were known as Matolica di Valencia, and special decrees were passed 
at Venice permitting their importation while excluding all other pottery 
except crucibles (correzzolt). (See Catalogue, Nos. 331-6, and Plate VI.) 

It is a curious fact that among the rubbish of the old pottery 
furnaces at Diruta, M. Emile Molinier found fragments of this ware with 
others of the lustred Italian dishes known to have been made at that 
fabrique. This fact would lead to the suggestion as to whether some 
pieces of this Hispano-Moresque character may not have been actually 
made at Diruta by Moorish workmen; and that by such means the art 
of decoration with metallic lustre may have been introduced to the 
potters of Italy. 
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The fabrication of ordinary pottery was doubtless continuous through- 
out Italy from prehistoric times. It does not come within the province 
of this Catalogue to do more than allude to the wares of Etruria; the 
exquisite productions of the Grecian potters at Nola and other sites of 
their artistic industry ; to the perfection of the ‘Samian’ red and other 
wares of Roman time, or to the ¢erra-cotfas for architectural decoration. 

The use of the lead glaze does not seem to have been much adopted 
by the Roman potters ; the pieces so covered are generally found in the 
southern portion of the peninsula and occasionally at Rome, but they are 
quite rare in comparison with the unglazed pottery. Many examples of 
the skilful application of this glaze have been found at Tarsus, others 
from the neighbourhood of Naples, &c.; it was applied thickly but evenly 
upon an ordinary red or buff-coloured potter’s clay, and is totally different 
in quality and character from the glass-glazed wares of Egypt. Its 
introduction to the south of Europe may possibly have been by the 
Asiatic Greeks '. 

In Italy the lead glaze probably continued to be of local use during 
the middle ages, pieces ascribed to the eighth century being known; 
subsequently it became the generally adopted method of applying 
a vitreous surface to pottery. Such wares were produced during the 
course of the twelfth, thirteenth and fourteenth centuries, and of such 
are the bacini and roundels inserted in the towers and facades of many 
Italian churches. 

To hide the crude clay and to obtain a white surface beneath the 
glaze, the use of a ‘slip’ or engobe of pipe-clay or other white earth was 
adopted, over which the nearly colourless glaze was applied. 

The introduction of the stanniferous enamel was a great advance 
upon the ruder process of the white clay-slip. This method, probably 
introduced by or learnt from Moorish potters, is proved to have been 
known at Faenza in the later years of the fourteenth century. It was 
practised in Tuscany by Luca della Robbia as early as the first quarter 


1 Examples of Roman lamps and a two-handled cup so glazed are in the Ashmolean 
_ (Fortnum Collection, Nos. 155-6 and 198). 
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of the fifteenth century, both on plain surfaces with polychrome decoration 
and on figures in rilievo and in the round. 

Its early use seems to have been confined to some of the more important 
localities of ceramic production and to the better class of wares. 

The application of metallic lustre in Italy seems also to have been 
derived from Saracenic or Moorish potters, and was first used for the 
enrichment of large pratti ai pompa of the mezza ware, that whitened only 
by ‘slip, and subsequently for enamelled pieces; its great development 
was due to the skilful direction of the Gubbio furnaces, where it attained 
its highest perfection. Pesaro and Diruta both claim its still earlier use; 
the numerous productions of the latter fabrique gradually declined, zstortati 
pieces painted by artists of Urbino, Castel Durante, &c., being for the 
most part enriched at Gubbio with the metallic lustre. 

We will now briefly refer to the productions of the more important 
sites of this art-industry in the Italian peninsula, under the divisions 
existing at the period of its activity. 


TUSCAN 


We have no exact record of the use of the tin enamel in Tuscany 
anterior to the first quarter of the fifteenth century, when Luca della 
Robbia used. it on plain surfaces, and on figures in relief and in the 
round. That he was its inventor is a myth long supported by many 
writers, but for which there is no solid foundation; that he may have 
improved it for his own purposes on sculpture, we think highly probable. 
From the researches of Professor Argnani we learn that at Faenza it 
was in use as early as 1393. 

We have scant knowledge of potteries in Tuscany producing pieces 
of any artistic importance, other than those hereafter referred to. 


CAFFAGGIOLO. 


Although it is probable that a pottery for making ordinary wares 
may have been working at or near to Caffaggiolo from an early period, 
we have no evidence of the production of artistically decorated pieces 
anterior to the earlier decades of the sixteenth century. Its development 
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was in all likelihood due to the art-loving Medici, to whom belonged the 
stern-looking castello built by Cosmo, and afterwards a favourite campagna 
of Lorenzo il Magnifico. 

There can be but little doubt that artists were induced to come from 
the older establishments at Faenza, and that by them and their successors 
the more important decorated and /stortati pieces were painted and fired 
at Caffaggiolo. 

The works were in activity anterior to and also in 1521, as we learn 
by a letter dated September 26 of that-year from Zeffi, the agent of 
Lorenzo, to Francesco da Empoli. Although some pieces in the earlier 
manner may be ascribed to Caffaggiolo, we know of no example of the 
mezza-matolica which is believed to be of that fabrique; all are glazed 
with the stanniferous enamel. It is also remarkable that no reference 
is made thereto by any of the early writers on ceramic art. Its pro- 
ductions made themselves known to us by inscriptions of the name, 
variously spelt, on their reverse, at first supposed to be that of their 
painter ; the locality of their make was finally recognized, and has since 
been confirmed by documentary evidence. 

Those inscriptions were mostly accompanied by a monogram com- 
posed of the letters P and S with a paraph, PD: this being also found on 
pieces without the name, but of like manner, we have been enabled to. 
recognize the characteristics of the Caffaggiolo bofega. The earliest dated 
examples reasonably assignable to Caffaggiolo are of 1507 and 1509, and 
the latest date is 1570, recorded by Delange. 

The arms, emblems, and mottoes of the Medici and occasionally those 
of other Florentine families occur, but it is remarkable that their painters 
only signed by monogram. 

Some few pieces bearing the Caffaggiolo mark have been enriched 
with lustre; but whether at that or at some other fabrique, as Gubbio or 
Diruta, we have no means of ascertaining. 

The wares of this fabrique are remarkable for richness of glaze and 
colouring ; a deep blue, an opaque red and yellow are much used. It has 
been supposed that Luca della Robbia acquired some of his knowledge 
of the stanniferous enamel at Caffaggiolo, but it is very doubtful whether 
the artistic development of that pottery was of such early date. Luca was an 
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adept in its use, both on terra-cotta in relief and on plain surfaces for painting, 
as early as 1456, when Lorenzo de’ Medici was only eight years old. It is 
indeed more probable that Luca’s knowledge was made available by Lorenzo 
for the improvement and production of artistic wares at his local pottery. 

The . potteries at Galiano and Monte in the neighbourhood of 
Caffaggiolo may have acted as feeders for the production of the unglazed 
biscuit, as also of decorated pieces of minor artistic excellence. 

At Pisa an establishment for making maiolica and porcelain was 
conducted by Nicolo Sesti. 

The wares known to have been produced at Montelupo and Asciano 
are of inferior quality and decoration, but it would seem that Lorenzo 
was supplied with services from the former anterior to 1492. 


SIENA. 


Of the pottery of this ancient city all we know is derived from a few 
notarial and other documents. In 1528 the statuto of the vasaz and 
orciolat crafts of Siena was destroyed and a commission formed for its 
renewal in 1529. 

But of more import is the evidence afforded by some few existing 
examples of her wares. In the chapel of Sta Caterina is a pavement, 
the gift of the Borghese family at the beginning of the sixteenth century, 
and probably commenced about 1504, the date upon one of the tiles, and 
completed in 1509, inscribed upon another; subsequent repairs- were 
executed in 1533, in the middle of that century, and again in 1600 
and 1651. Of similar character are tiles from a pavement in the Petrucci 
palace at Siena which bear the date 1509; and in the British Museum 
is a dish bearing the arms of that family, and in like style of decoration. 
A few plates of rare excellence in design and execution, one in the 
South Kensington Museum bearing in large letters I. P. on the back, 
another in the British Museum having F. O. I. on the reverse, and one 
in the Salting Collection, agree in general character with those tiles, and 
are apparently by the same artistic hand as a plate in the South Kensington 


Museum (No. 4487) painted in blue camaieu and signed fata 7 Siena da 
m° benedetto, 
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We lose sight of Sienese pottery for two centuries, when we find 
pieces ably painted by Ferdinando Maria Campani, who occasionally signs 
in full (see Nos. 417 et seq., and Plate X). 


DOCHY OF URBINO; 
PESARO. 


The frequent occurrence of Roman pottery, and the occasional 
discovery of the remains of antique furnaces in and about the neigh- 
bourhood of Pesaro, would seem to prove that works existed there in 
classic times, if not anterior. 

That potteries for the production of glazed wares also existed in the 
mediaeval period is fairly to be inferred from the fact that suitable clay 
and other raw material was abundant thereabout, some of which was 
even exported to Venice; moreover we are informed by Giambattista 
Passeri, in his work published in 1758 on the Maiolica made at Pesaro, 
that disks or bacini of glazed ware were then to be seen ornamenting 
the churches of S. Agostino, S. Francesco, and the Duomo. 

Referring to the town archives he found that on Feb. 12, 1396, one 
‘Pedrinus Johannis a Boccalibus’ of Forli was then living at Pesaro, 
protected under the Sforza government. On April 1, 1486, a decree pro- 
hibits the introduction of earthenwares for sale, except jars for oil and 
water; that decree was confirmed in 1508. In 1510 a document refers 
to maiolica as one of the local productions, and to figolt, vasai, and 
boccalart there employed. Passeri also states that large decorative baczlz 
enriched with golden and madreferla lustre were made at Pesaro, and 
refers to some bearing the arms of Pesarese families in proof of his 
statement. The discovery of fragments of identical wares by M. E. Piot 
and subsequently by M. Emile Molinier at Diruta has, in the opinion of 
those learned investigators, thrown doubt upon Passeri’s assertion; but 
we would submit that until examination of the rubbish-heaps of the old 
potteries at ‘Le Gabbice,’ the site of the Lanfranco works near Pesaro, 
has been adequately conducted, we are not justified in condemning 
Passeri’s statement as incorrect, notwithstanding his manifest bias in 
favour of his beloved patriarchal city. Other documents of subsequent 
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date are referred to by him, by Dennistoun and Campori, proving the 
continuance and development of the industry during the later years of 
the fifteenth and in the sixteenth centuries. 

In a letter from Pope Sixtus IV dated in 1474, he thanks Costanzo 
Sforza for a present of earthenware vases elegantly wrought, which he 
prizes as much as if they were of gold or silver instead of earthenware. 
In another letter, sent by Lorenzo il Magnifico to Roberto Malatesta, 
thanking him for a similar present, he writes, ‘They please me entirely by 
their perfection and rarity, being quite novelties in these parts, and are 
valued more than if of silver,’ &c. These presents from Lords of Pesaro 
were presumably productions of her potteries. In 1493 Isabella d’Este 
had ordered wares from Pesaro. 

Though Passeri refers to some tiles for flooring which he had seen, 
inscribed zz Pesaro and dated 1502, not until 1540 have we any 
dated piece fatto in Pesaro; this assures us of the existence of works 
conducted by the Lanfranchi family at ‘Le Gabbice,’ thereby con- 
firming Passeri’s reference to those important Pesarese potteries; that 
piece is in the Ashmolean Museum (No. 418, see Plate XI). Another, 
dated 1542 and inscribed zm la botega @ mastro Girolame da le Gabice In 
Pesaro, is now in the British Museum. By comparison with pieces of 
far finer execution and importance these prove, by their similarity of manner 
and technique, that the productions of the Lanfranchi (Girolamo) furnaces 
were of very high quality, rivalling those of the Fontana fabrique at 
Urbino. , 

Some other pieces in public and private collections are inscribed 
fatto in Pesaro and dated variously 1541 and 1542; one with the latter 
date is referred to as being fatto in Pesaro 1542 in bottega da Mastro 
Gironimo vasaro I. P., the last initial letters doubtless referring to zachomo 
pinsur, who signed another plate now in the Museum at Bologna fatto 
in Pesaro 1542, vo in bottega di mo Gironimo vasaro tachomo pinsur : 
this zachomo was the son of M°. Girolamo or Gironimo, and succeeded 
him in the possession of house property, &c. Some later pieces are 
dated 1552 and 1566. 

In 1757 a revival was attempted but soon abandoned, but in 1763 
Antonio Casali and Filippo Antonio Caligari, under Passeri’s influence, 
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came to Pesaro and established works, being joined by the ceramic 
painter Pietro Lei. Of these productions, we have in the Ashmolean 
a stand for a broth basin, signed and dated 1765 (No. 421), and a jug 
made for the Greek market (No. 512). That fabrique was continued 
under other management in 1812, ceased in 1849, and was reopened 
in 1870. 


GUBBIO. 


Whether the potteries established at-Gubbio were of later date than 
those of Pesaro we have no exact proof, but it is a curious fact that we 
know little or nothing of their productions, other than those enriched with 
the metallic lustre. 

Passeri tells us that the secret of the lustre pigments and _ their 
application was derived from the potteries of Pesaro, whence it was 
conveyed about 1518 by some emigrant decorative artist. 

Judging from the characteristics of certain early ruby-lustred pieces 
that have descended to us, it has been inferred that the use of these pig- 
ments was known and practised by some expert artist at Gubbio, anterior 
to the arrival and establishment of Giorgio Andreoli, afterwards known as 
‘Maestro Giorgio,’ in that borgo; we further conclude that the latter being 
an able sculptor and modeller, rather than a ceramic artist, the application 
of the lustrous enrichment had not been practised by him previous to his 
immigration to Gubbio, but that on his establishment there he developed it 
as the speciality of a bofega which he acquired, and at which it is probable 
that the earlier practician of that peculiar art was still employed. Gubbio 
and Diruta seem to have been the only places where this mode of enrich- 
ment was extensively practised, and the production of the early lustred dacild 
at Pesaro is only known to us by Passeri’s statement ; we have no signed 
piece confirmatory of that writer’s assertion. 

It is not however unreasonable to suppose that Pesaro, a sea-coast 
town having established potteries, might have been reached by some 
Oriental potters, fugitives from Sicily or Spain, fleeing from persecution or 
seeking employ, who, after working some few years at Pesaro, may have 
passed on, some to Gubbio others to Diruta, at each of which places their 
art may have been imparted and subsequently practised by Italian potters, 
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Documentary evidence is but meagre. According to the ‘ Libri delle 
Riforme’ of Gubbio there was a Collegio of Vasaz in 1300, and in 1348 one 
Luccolo di Giovanetto Andreuecoli, a Vasarius Vasorum pictorum, made wares 
and was granted concessions. 

Giorgio Andreoli came from the neighbourhood of Pavia, first with his 
brother Sa/imbene in the second half of the fifteenth century, and again with 
a younger brother, Giovanni, in 1492. They were enrolled as citizens in 
the ‘Libro delle Riforme’ on May 23, 1498. He was subsequently created 
a Maestro. 

An able modeller, M°®. Giorgio executed some works in ¢erra-cotta, 
glazed after the manner of the Della Robbia; of these one, of 1511, he 
placed in the church of S. Domenico at Gubbio; in 1513 he made the 
‘Madonna del Rosario’ for the same church, the larger portion of which is 
now in the Museumat Frankfort. Of earlier date, 1501, is asomewhat crude 
but interesting figure of St. Sebastian, in rilievo and lustred with touches of 
gold and ruby, which is ascribed to his hand; it is in the South Kensington 
Museum (No. 2601). 

An interesting plaque, presented to the British Museum by Sir J, C. 
Robinson, bears on its surface the group of the Virgin and Child coloured 
but without lustre and inscribed GIORGIO - LYNBAR?® - 1493. This early 
piece may with probability have been made at Gubbio for or by Giorgio in 
the second year after his advent to that town. 

The wares produced at Gubbio may be arranged under two grand 
divisions, viz. those of various time made, designed and lustred at the 
fabrique, including, first, the earlier works, some of which are probably 
anterior to M°. Giorgio’s advent and are not signed; secondly, those 
probably painted by the master, the earlier of which are seldom signed ; 
and those signed pieces produced entirely at the fabrique. The other 
division consists of those numerous zsforiati pieces made and painted at 
Urbino, Castel Durante, Pesaro, and elsewhere, and enriched with lustre at 
M°. Giorgio’s bofega. His signature, or that of the bofega, is variously 
given on pieces of both divisions, written either in full, as M°. Giorgio da 
Ugubio, with the date, or in monogram. The dated pieces range from 1518 
to 1549, but those by his successor, M°. Prestino, are dated as late as 1557. 

It is doubtful whether any of the large early bacili of mezza-maiolica, 
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with golden, ruby, and madrepferla lustre, were produced at Gubbio. 
Pesaro claims some of them on the authority of Passeri, and to Diruta the 
majority may with certainty be assigned. Upon the back of some few of 
these a scroll is seen marked in black, and on later pieces a similar scroll 
frequently occurs in golden or ruby lustre. 

M°. Giorgio’s brother Salimbene, as also his son Vincenzio, would 
seem to have taken part in the production of these brilliant wares, the 
fashion of which declined after 1560. 

These beautifully varied lustres, known to the Italians as rubino, 
cangiante, madreperla, a reverbero, and to the French as reflet métallique, 
nacré, &c., were produced by the use of certain salts of copper and silver, 
which were reduced to metallic film by exposing the pieces to the action 
of wood smoke at a glowing heat. This method, re-discovered, is used in 
the fabrication of modern reproductions of the ancient maiolica wares. 


CasTEL DURANTE. 


It is probable that the potteries at Castel Durante were somewhat 
anterior to those of Urbino in point of artistic production. From thence the 
Pelliparii, that able family of ceramic artists, emigrated to the latter city, 
where they became famous under their adopted name of Fontana. 

In earlier time the few local potters, who probably made ordinary 
terragha for building purposes and domestic use, were encouraged and their 
art improved under the influence of Guillaume Durand, a French prelate, 
who had been sent to the province by Pope Martin in 1284 to construct 
a fortress, replacing the earlier Castel Ripense. Choosing a site surrounded 
on three sides by the Metauro, which stream brought down a muddy 
deposit excellent for the potter’s use, Durand, after whom the new 
castello was named, introduced more able workmen of all kinds, and 
doubtless among them skilled potters and workers of terra-cotta, &c. We 
know nothing of their productions at that early time nor anterior to 1508, 
when they were of the highest technical and artistic excellence. 

The city archives refer in 1360 to one ‘Giovanni dai Bistugi,’ a potter, 
and it is recorded that in 1486 the Piccolpassi family came from Bologna 
to Castel Durante ; in 1524 Michele of that family became the father of 
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Cipriano, the future master-potter and historian of the Arte del Vasaio, which 
manuscript was completed in 1550, giving us more knowledge of the details 
of the potter’s art at that period than any other work’. Further docu- 
mentary history of the Castel Durante potteries was gathered by Signor 
Giuseppe Raffaelli, who surmises that the manufacture of glazed wares was 
introduced there at the time of Monsignor Durante’s government. 

In 1364 a work existed at ‘ Pozzarelli,” and one z/ Vasaio is mentioned ; 
in 1480 we find M@. Angelus Magistri Vasarii, and in 1495 Petro Angels 
Vassarit; in 1461 an entry occurs in the book of ducal expenses for wares 
purchased. Over the door of the post /ocanda at Castel Durante, built about 
1440 by Cecco Gatti, the arms and crest of the Feltreschi, worked in relief 
presumably at the local pottery and with the inscription Osfes Ciccus Gattus 
salvere te jubet, was recently and we hope is still preserved. 

Several artists are recorded as working in 1490. 

From Castel Durante the Pellipario family emigrated to Urbino, there 
establishing themselves in their dofega and taking the name of Fontana; but 
it is presumable that before leaving his native castello, Nicolo of that family 
had worked at one of the leading potteries and there executed about 1515 
and 1518 those admirable pieces of a service preserved in the Correr 
Museum at Venice, one plate of which is in the Fortnum Collection 
(No. 474, Plate XIV). For further notice of this able artist see Urbino. 

A fine plaque apparently of this fabrique (No. 4277, 57) in the South 
Kensington Museum, represents Joseph sold by his brethren; it was 
probably painted early in the first decade of the sixteenth century. 

The productions of Castel Durante are remarkable for designs a@ can- 
deliere, trophies of arms, musical instruments, grotesques, and the limpid 
and purely white enamel on a paste of creamy buff; the colours are rich, 
a brillant blue, green and yellow; we do not find the rosso ; on the earlier 
pieces pale yellow, blue and green are intermingled with considerable skill. 
The output of her numerous potteries must have been very large. They 
were in perfection early in the sixteenth century, about 1525 and 1530, 
continuing to produce good wares until 1580, though declining in quality 
till the middle of the seventeenth century. 


* This MS., ‘I tre Libri dell’ Arte del lished at Rome in 1857, and a translation 
Vasaio,’ is now in the Art Library of the into French at Paris in 1861. 
South Kensington Museum. It was pub- 
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rom thence many artists and potters emigrated to other localities, as 
Rome, Corfu, Venice, France, &c. 

Of signed and dated pieces the earliest known is a bowl of the highest 
artistic and technical quality, which belonged to the late Mr. Hope, and 
which was probably a present from the young Duke Francesco Maria della 
Rovere to his uncle Julius I], whose arms and the papal tiara and keys are 
thereon, with the inscriptions /v. //. Pon. Max., Tu. es. sacerdos 7 eter., 
and 1508 adi 12 de Seteb. facta fu ¢ Castel Durat. Zona Maria Vro. 

Next we have some pharmacy vases signed We /a botega di Sebastiano 
Marforio and A di xi de Octobre fece 1519 and In Castel dura. Some 
tstoriatt plates, of a service dated zy24 in Castel Durante, others 1525 and 
1526, are ably painted in rich but soft and liquid colouring. One of these 
is in the Ashmolean (Fortnum Collection, No. 507, Plate XV). 

Other pieces inscribed with the name of the cas¢ello bear dates 1530, 
1541, 1550. Of a set of richly coloured pharmacy jars, two of which are 
in the Ashmolean (Nos. 437 8), some are inscribed with the name and 
dated 1555. A later piece, dated 1562, is figured in Delange’s folio work at 
Pl. 75. Other pieces of inferior make are dated 1618, 1667, 1678. 

The fabrique continued working perhaps later than any other in 
Umbria. 

Many tazze of the better time were entirely covered by a portrait 
head; some of these were afterwards enriched with lustre, probably at 
Gubbio ; others are entirely covered with oak foliage, sometimes in relief. 


URBINO. 


Although this important centre of the ceramic art of the sixteenth 
century became so noted as to give a general name to her own and also to the 
productions of other sites of the manufacture, and although potteries may 
have been established at Urbino from a remote period, the artistic excellence 
of their productions does not seem to have been developed as early as was 
apparently the case at Faenza, at Castel Durante, and perhaps at Pesaro. 
Among the records of fifteenth-century potteries and their workers we 
learn from Marryat that in a register of Urbino dated 1477 one named 
Giovanni di Donno Garducci is referred to; but not till 1501 do we find 
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further record: in that year Dr. Alessandro Spagnoli of Mantua orders from 
the Donnini Francesco and Giovanni potters of Urbino an assortment of 
vases, dishes, &c. for the use of the Cardinal di Carpaccio, the bacili to have 
his arms in the centre. 

A pavement of tiles in the Vescovado at Padua ordered in 1491 was 
executed by Giovanni Antonio and Francesco da Urbino, probably the 
Donnini above referred to. Encouraged by her dukes, particularly by 
Guidobaldo I, artists left Castel Durante and other localities and became 
established at Urbino; of these were the members of the Pellipario 
family. 

Of the precise date at which the Pellipario family arrived at Urbino we 
have no record; presumably it may have been about 1516-17. Nicold had 
previously worked at Castel Durante, and to him are ascribed the beautiful 
pieces known as of the ‘Correr service’ before referred to. Probably at 
Urbino about 1518-19 he painted the fine service for Isabella d’Este, and 
soon after we find his monogram on pieces and his signature as ‘ Nicolo da 
Urbino.” The works, which we learn were in the Contrada San Paolo, 
were established in 1520 by Guido his son, who took the name of Fontana ; 
and subsequently Orazio, Guido’s son, took the adjoining house. In that 
street another Urbinate potter, Guido Merligno or Merlini, also had 
a botega. The productions of the Fontana fabrique had a world-wide 
reputation ; they were ot excellent quality, a pure white enamel on a buff 
coloured paste, decorated for the most part with subjects from classical myth 
or biblical history, and with admirably executed grotesques derived from the 
designs of Raffaelle, &c. The earliest known is a plate in the Basilewski 
Collection, representing Solomon or David enthroned ; on the reverse is the 
monogram of Nicolé and date 1521 (Delange, Plate 55). 

We next have the Sta Cecilia dish in the Bargello at Florence, signed 
with Nicold’s monogram and fata in botega de Guido da Castello durante 
in Urbino 1528. 

From that period we have pieces dated and signed by various artists 
working in Urbino during the course of the sixteenth and seventeenth 
centuries. 

Of the Pellipario (Fontana) family the best-known member was 
Orazio, who, first working under his father Guido, subsequently had an 
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establishment of his own. Under his direction were produced many 
of those grand vasques and dishes, quaint-shaped jugs and inkstands, 
plateaux with their graceful aigudéres, &c., decorated with central subject 
and with elegant grotesques*. Shaped pieces in similar manner were pro- 
duced by the Lanfranchi at Pesaro, difficult to distinguish from those of 
Urbino. Other members of the Fontana family were occupied at Urbino; 
one, Camillo, went to Ferrara, another to Florence. Orazio’s works 
vary ; some are comparatively inferior, others of high artistic excellence. 
Only a few pieces are known which bear monograms or initials believed 
to be of Orazio’s signature. The celebrated series of pharmaceutical 
vases, &c., given by the Duke Francesco Maria II to the Spezieria of 
the Santa Casa at Loreto, were made at the Fontana fabrique under 
Orazio, by whom some were painted. 

A comparatively small number of pieces produced by the Fontana 
were subsequently enriched with lustre. Two exceptionally fine examples 
in the South Kensington Museum are ascribed to Orazio’s pencil, one 
initialled by Maestro Giorgio at the back. 

Another abundant and perhaps still more known artist working at 
Urbino some time in 1541 at the botega of Francesco Silvano was Francesco 
Xanto Avelli da Rovigo, generally known as Xanto, who was in the habit 
of signing, either fully or by initial, nearly all the numerous pieces which 
he painted; a large proportion of which were subsequently enriched 
with the metallic lustre at Gubbio. Xanto does not seem to have been 
a painter of grotesques; his pieces are generally covered with subjects 
derived from myth or history, copying and modifying designs by the 
greater artists of the period. His work varies greatly from careful and 
indeed admirable execution and colouring to hasty and inferior handiwork ; 
examples of each are in the Ashmolean (Fortnum Collection, Nos. 446-8). 
It does not seem that Xanto had a bofega of his own, but that he worked 
for a rival of the Fontana fabrique. 

Of Francesco Durantino we only -know his signed works; it is 
by no means certain that he worked at Urbino; two pieces painted and 
signed by him prove that he worked at ‘Bagnolo’ or ‘Bagnara’ near 


! Examples in Ashmolean, Fortnum Collection, Nos. 445-55-53, Plates XVI, XVII. 
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Perugia, where he probably had a bofega of his own; they are dated 
from 1544 to 1553 (see No. 451). 

Guido Merlingo da Urbino may have had an establishment in his 
native city before emigrating to Venice, where 77 S. Paolo he dates a dish 
in March, 1542. Caesare da Faenza worked in his fabrique about 1536. 

Giorgio Picchi or Picci, a Durantine, Girolamo of Urbino, Rafaelle 
Ciara, Giulio of Urbino, and many others were workers at Urbino; of 
later time, copying the style of decoration but inferior in technique and 
artistic execution, were the members of the Patanazzi family, who were 
working at Urbino during the later years of the sixteenth and the earlier 
seventeenth centuries. 

A basin (Fortnum Collection, No. 460, Plate XVII) in the Ashmolean 
Museum is a good example probably of Alfonso Patanazzi’s work. 

Many pieces occur in collections signed with initials, and some fatto in 
Urbino, which are difficult to ascribe to any known artist. 

One Rolet, a Frenchman, had a work at Urbino in 1773. 


STATES OF THE CAOCRGH: 


DirRuTa. 


Our knowledge of this fabrique arises firstly from a few lustred and 
plain pieces inscribed with the name of the borgo; and the discovery 
by M. Piot, on the site of the ancient potteries, of numerous fragments 
of early lustred baczl?, precisely similar to those which had always been 
ascribed to the potteries of Pesaro; moreover the finding by M. Emile 
Molinier of some broken pieces of distinctly Hispano-Moresque character 
with the others would lead to the inference that in the later fifteenth and 
early sixteenth centuries Moorish potters had found employment at Diruta 
and revealed the mystery of the metallic lustre. Such may also have been 
the case at Pesaro and Gubbio. 

Those early baci’ with golden and madreferla lustre are of mezza- 
matoltca, lead glazed over a wash of white earth ; of such are the fragments 
found at Diruta, where a large number of those wares were produced. 
‘All or nearly all the signed and dated pieces are enamelled, but of 
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comparatively inferior art, and their lustrous enrichment has a peculiar 
brassy effect, the ruby but little used and very inferior to that of Gubbio. 
Several plates are the work of a certain frafe, and one by a fran” of 
Urbino, where this last may have been painted and sent to Diruta for 
application of the lustre. Some earlier pieces are the work of a more 
able hand but are not signed; one bears a monogram composed of the 
letters C and f or long s: pieces with ornamentation in relief and 
lustred are also ascribed with probability to Diruta. 

The archives of Perugia refer to certain vase makers of Diruta in 
the fourteenth and fifteenth centuries, and to contracts for the sale of 
wares during the fifteenth and sixteenth. 

But more direct evidence is afforded by a passage in Leandro Alberti’s 
Descrittione di tutta Italia, 1553, in which he refers to the Diruta wares, 
which seem as though gilded fazono dorati. It is remarkable that the 
same author makes no mention of the superior ceramic productions 
of Gubbio. , 

The earliest recorded dated piece, a votive plaque of inferior quality, 
is of 1505. A plate in Mr. Salting’s Collection is inscribed fatta in diruta 
12s. Others are of 1535-1537, those by E/ frate from 1541 to 1545. Later 
pieces of minor note, some marked with a D crossed by a paraph, are 
in collections, with dates 1630 and 1650. In 1771 Gregorio Casetti had 
a Fabrica di Matolica fina in Diruta. 

To the minor fabriques in the States of the Church we need merely 
allude, referring for more detailed information to our Historical Treatise ; 
among them may be named Fabriano, La Fratta, Foligno, Viterbo, Spello, 
Loreto, Citta di Castello, Borgo San Sepolcro, San Quirico d’Orcia, 
Bagnorea. 


Rome. 


The so-called ‘Eternal City’ can lay no claim to the production 
of artistic pottery during the fifteenth and sixteenth centuries, and although 
some records exist of potters and their works, we believe that they only 
produced wares for ordinary domestic purposes, and that such decorative 
pieces as may have enriched the sideboards of her palaces were procured 
from Faenza or Forli, or from the Durantine or other Urbinate dofeghe, 
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or from Pesaro. From those places potters had immigrated and were 
established at Rome in 1514, when an ars figulorum was constituted. 
In 1565 Luca Baldi and Antonio di Giovanni Maria del Francese da 
Castel Durante were made partners for five years; while in 1555 an 
Urbino artist supplied the pontifical court with sixty plates. Of the quality 
of these pieces we are unable to judge, but already the art was in its 
advanced decadence. It is possible that a plate referred to by Sig. Urbani 
de Gheltof, inscribed a di 4 aprille 1579 fato in botega da Antonio da 
Casteldurate in Roma, may be one of Francese’s make. 

In 1600 a set of pharmacy vases were made in Rome by Gvo. 
Paulo Savino, MDC. in Botega de M. Diomede Durante, as we gather from 
inscriptions on two of them now in the Ashmolean Museum (Fortnum 
Collection, No. 465, 466, Plate XVIII). Other pieces of the set were in 
the Castellani Collection. They are decorated in the Urbino manner with 
grotesques on the white ground. Another pharmacy vase, of like model, 
bears two shields of arms (one of the Peretti) and Roma . Fecit . 1620, 
and a large circular dish is inscribed Alma Roma 1623. 

In 1673 Pope Clement X granted the privilege of applying gold 
on maiolica to Lorenzo Pignani da Gualdo, perhaps a last flash of the 
metallic lustre. About the middle of the last century we find grants to 
potters for special productions, and in 1761 to Filippo Cuccumos, a Roman, 
for making porcelain; a fine group, the Deposition, executed in hard 
artificial white porcelain marked Roma Mag. 1769 above a monogram 
of two intertwined letters C beneath a crown, was probably of his 
fabrique. 

In 1785 Volpato, the eminent engraver, established a factory for 
terragha verniciata in the vicinity of Sta Maria Maggiore; he also 
made porcelain dzscuzt, in which and in the fine ¢erragha figures and 
groups from the antique and from the works of his friend Canova were 
formed by excellent modellers. The works declined after Volpato’s death 
in 1803, although carried on by members of his family, finally ceasing 
about 1832. 

Some figures and two vases copied from Chelsea models are in the 
Ashmolean (Fortnum Collection, Nos. 467-73). 
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THE MARCHES. 
FAENZA. 


We have abundant proof that Faenza was one of the earliest, most 
abundant, and, in point of quality and artistic excellence, a leading and 
important centre of ceramic art in Italy. Not only were her glazed 
and enamelled potteries known and esteemed throughout that peninsula, 
but artists and potters emigrated thence to various other localities, where 
fabriques for artistic and ordinary wares were being established, one of 
the most important of which was Caffaggiolo. It is, moreover, probable 
that from Faenza the name /aience, so generally applied to the better quality 
of glazed earthenware, was originally derived. 

It would occupy too much page-room in a work of this nature to do 
more than state that, mainly by the researches among archives, &c., made 
by Dr. Malagola!, we have documentary record of the Faentine potteries 
from the fifteenth century until the present time; and through the careful 
researches of Professor Fed. Argnani? we have the tangible evidence 
of fragments and whole pieces of her still earlier wares, while in our 
museums and private collections examples are preserved which illustrate 
the sequence of her productions through the following centuries. 

It is more than probable that potteries existed there in times anterior 
to the Roman Faventia ; of subsequent productions we only know fragments, 
unearthed in the town by Signor Argnani, which however afford means 
for studying their development until the time of Astorgio Manfredi, 
pieces of glazed and enamelled ware made for whom, as proved by his 
special zmpresa, give us the historical date of their production. 

In Signor Argnani’s beautifully illustrated quarto are represented 
certain jugs, unearthed by him from beneath the ancient palace of the 
Manfredi, which bear their shield of arms surmounted by a helm with 
crest and the unicorn’s head, the special zmpresa of Astorgio I, adopted 
by him in 1393, and abolished at his death. These pieces therefore prove 


1 Dr. Carlo Malagola, Memorie Storiche 2 Professor Federigo Argnani, Le Cera- 
sulle Maioliche di Faenza. Bologna, 1880. michee Maioliche Faentine. 4to. Faenza, 1889. 
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by the best evidence the approximate years of their production. Some of 
them are lead glazed over a white slip, covering the coarser clay of the 
piece; but, what is more important, we find on others a white enamel 
covering of stanniferous composition. That this use of the oxide of tin in 
the composition of the glaze was comparatively costly and much esteemed 
is proved by similar pieces of the same or somewhat later production, on 
which the enamel is used only on the outside of the piece, the rest of the 
surface being lead glazed. | 

Next in historical sequence is a votive roundel, now in the Museum 
at Sévres, inscribed ‘NICOLAVS DE RAGNOLIS AD. HONOREM 
DEI ET SANG¥I MICHAELIS FECIT FIERDANO a7) Mica 
formerly fixed over one of the doors of the church of 5S. Michele at 
Faenza, and was doubtless made at one of the local boteghe. 

Signor Malagola (of. cit.) refers to many documents of more or 
less importance, extending through intervening time from the fifteenth 
century to our own day. He also gives us the names of several recorded 
potteries and a long list of artists. Among the former the most important 
are those of the Casa Bettint, supposed by him to be the most ancient ; 
the Casa Pirota; the Vergilio and Vergillioto boteghe, which are also referred 
to by Piccolpasso and Scaldamazzi, and the Ca. Fagioli,a house of cards 
built up by that author to cover the wares of Caffaggiolo, the existence 
of which Tuscan dofega he would fain deny. This theory was sup- 
ported by Professor Argnani, both those assiduous investigators being 
unfortunately biassed by a mistaken local patriotism, and insufficiently 
acquainted with the counter-evidence afforded by examples in public 
and private museums and with the foreign literature of the subject. 

Of later time were some other doteghe ; that of the Bettisini of the later 
years of the sixteenth century; those of Francesco Vicchi and of Tonducct 
Cavina Grosst in the seventeenth—the last, which still exists, passing into 
the possession of Count Annibale Carlo Ferniani. 

From Professor Argnani’s observation of examples excavated, it would 
seem that not until about 1300 does the use of slip, of the white terra di 
Vicenza o dit Siena, covered by a lead glaze, appear to have been 
adopted for better wares ornamented by incision (sgraffio), the earlier 
being sometimes ornamented by ingobbiatura, a rude pdate-sur-pate; nor 
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does the use of the potter’s wheel (¢ornzo) become manifest before the earlier 
half of the fourteenth century. We have already shown that the use 
of a stanniferous enamel at Faenza is proved by his discovery of pieces 
assuredly anterior to 1400 having been made for Astorgio I Manfredi about 
1393; it may probably have been known earlier, although we have 
no proof that it was invented at Faenza. Its introduction to the Italian 
potteries was probably by Oriental immigrants from Spain or Sicily, 
arriving at Naples or on the Adriatic coast; but we have no distinct 
evidence of when or where, although _we learn from the Margarita 
Preciosa, written in 1330, that the composition of a stanniferous glaze 
was then known. and applied on pottery. One of the most important 
monuments of Faentine ceramic art is the pavement of the chapel of 
St. Sebastian in S. Petronio at Bologna, the painted and inscribed tiles 
of which are admirable in design and colouring, and by which we learn 
that it was made in 1487 by the Bettini of Faenza, Petrus Andreas de 
Faventia being the artist-painter. It is accurately described by Signor 
L. Frate in his Di un pavimento in Maiolica, &c. (Bologna, 1853), who 
also described a pavement of similar origin in the Bentivoglio Chapel 
at S. Giacomo Maggiore in that city. 

Certain pieces of admirable execution generally assigned to Faenza 
are marked with the combined letters TB with or without a paraph ‘B; 
this monogram has been supposed to be that of the Bettini, but without 
sufficient authority, for we find it on the Resurrection plaque (No. 69, ’65) 
in the South Kensington Museum, the painting on which is by an artist 
of the highest merit, who at one time was working at the botega of 
M°. tero of Forli; and again on a plate in the Salting Collection by 
another hand, accompanied by the crossed circle mark of the La Pirota 
of Faenza, as also on another in the British Museum, these two last 
pieces being of marked Durantine character. ‘The same monogram is 
seen on the tile pavement in the church of St. Sebastian at Venice dated 
1510, which also may (not improbably) have been made at Castel Durante 
although generally ascribed to Faenza. 

Some pieces of a service in the Correr Museum at Venice, on one 
of which are letters, variously read, and the date 1482, have been ascribed 
to Faenza; the date probably refers to the print from which the subject 
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on the plate was painted by Nicolo Pellipario about 1515 to 1518 (see 
Castel Durante and Urbino and in our Historical Treatise). 

Works in relief and coloured, some also after the manner of the Della 
Robbia, were produced at Faenza. One of the most important fabriques 
at Faenza during the earlier half of the sixteenth century was that of the 
Casa Pirota, its characteristic mark being a circle crossed and having a 
pellet and sometimes a crescent in one of the quarters. On a plate in the 
Museum at Bologna, representing the coronation of Charles V in 1530, 
is inscribed FATO-- IN - FAENZA -IN ~ CAXA -"PIROTAS On 
another in the Rothschild Collection at Paris we read FATE-IN- FAE- 
IOXEF - IN --CA - PIROTE - 1525. On numerous. pieces in collec- 
tions of precisely similar character to these we find the crossed circle 
mark, evidently that of the fabrique. The majority of the pieces have 
borders decorated a berettino, with grotesques on a dark blue ground 
surrounding a central subject. In the Ashmolean Museum (Fortnum 
Collection, Nos. 475-6, Plate XIX) are examples of these wares. 
The earliest recorded piece is dated 1490 (South Kensington Museum, 
No. 521). 

Many pieces of Faentine production were moulded in gadroons or 
angular panels (scannellato and smartellato) after the manner of hammered 
metal bowls, and decorated a quartiere with grotesques on orange and 
dark blue ground, with central figure or shield of arms. 

The letters F. E. and F. R. and occasionally /n Faenza are inscribed 
on Faentine pieces, and a double monogram of the letters V and R and 
A and F. 

Some of the most exquisite productions of Italian ceramic art are 
ascribed to Faenza, but are mostly without mark or signature by which 
they may be identified. 

Nicolé da Fano painted some pieces at the bofega of Maestro Vergilio, 
as we learn by a piece so signed and dated 1556. 

Baldasara Manara was an important painter of zstoriati pieces at 
Faenza. One of his best works is a tazza representing the Triumph 
of Time, now in the Ashmolean Museum (Fortnum Collection, No. 482, 
Plate XX); it is signed at the back, as is also No. 483; some other pieces 
by his hand are in the same collection. 
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Many early shaped pieces, as inkstands, salt cellars, groups and 
devotional tablets, are with every probability believed to be of Faentine 
production, as also dacilz and electuary pots and flasks painted in strongly 
contrasted and brilliant colours, good illustrations of which are given in 
Professor Argnani’s quarto work. 

White wares of great excellence were largely made at Faenza and 
exported thence. Of general repute and highly prized, their production 
was continued during the course of the seventeenth and last centuries, 
the Ferniani fabrique continuing to the present day. 


Fort. 


Our knowledge of the earlier and finer pieces of enamelled pottery 
made at Forli is derived from a very beautiful plate in the South Kensington 
Museum (No. 4727, figured in the South Kensington Museum Catalogue 
at p. 554), which is inscribed 7” la botega d Me iero da Forli, It is ad- 
mirably painted in blue camaieu with the subject of Christ disputing with 
the Doctors. The fortunate juxtaposition in that museum of several 
pieces, which on comparison with that signed plate prove to be by the 
same hand, or of the same Jofega, has enabled us to establish the fact 
of its importance as a producer of pieces of the highest artistic and 
technical quality. The series consists of— 

1. A tile (No. 2591), on which is the armorial shield of the Ordelaffi, 
Lords of Forli, probably of about 248°. 

2. A plaque (No. 490), admirably painted with the Virgin and Child 
on white ground, probably after a design by Melozzo da Forli, and bearing 
the date 1489. 

3. A bacile, part of a service made for Matthias Corvinus, King of 
Hungary, and bearing his arms; he died in 1490. Another piece, a plate, 
and a fine vase may also be of the same service. Another similar vase 
is at Brunswick, and a still finer in Mr. Salting’s Collection. 

4. A tile, its subject Sta Veronica holding the ‘vernicle,’ painted in 
blue on the white ground seemingly by the same hand as the plate signed 
in la botega d M° wero. (It was purchased by the writer at Forli in 1860.) 
A plaque and a plate in Mr. Salting’s Collection are painted in blue by 
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the same hand, the one with St. Jerome, the plate with elaborate border 
and central figure of a boy. 

5. All that remain of a pavement of tiles formerly in a villa at Pieve, 
near Forli (No. 30, 66 in the South Kensington Museum), some of the 
more valuable of which bear inscription, portrait heads, and the date 
1513, are also to be attributed to the same bofega and are perhaps by 
the same hand. Some of these are of yellow and orange colouring 
painted in gzallo sopra giallo; a plate in the Basilewski Collection, 
admirably painted in the same tones, may be ascribed to the same 
hand and fabrique. 

To this same masterly ceramic painter we also attribute the Resur- 
rection plaque (No. 69 in the South Kensington Museum), on the back of 
which is the monogram B, a mark always ascribed to Faenza, though 
pieces bearing it may, we think, with equal probability have been produced 
at Castel Durante. In either case it would seem that this able artist 
changed his place of work, migrating from one factory to another, possibly 
by reason of the political disturbances of that period, unless other 
evidence be discovered by which the ‘B monogram can be proved to have 
been a mark of the botega of M° zero, or other artistic pottery at Forli. 

Later in the sixteenth century, but of sadly inferior quality, we have 
some pieces produced at Forli by a painter of the sopra azguro wares, 
who had previously worked at Faenza. One such, signed Fata in Forli, 
is in the South Kensington Museum (No. 4317, 57); two others are in the 
Louvre (G. $#) similarly signed, one dated 1542. Of some later pieces 
one is inscribed Leochadius Solobrinus picsit forolivia mece 1555; another 
by the same painter, dated 1563, is at Ravenna, and one at Bologna dated 
1564, the latest recorded. 

From records we learn but little of the Forli potteries. Passeri quotes 
a document dated in 1396, which mentions Pedrinus Ioannis a Boccalibus de 
Forlivio olim et nunc habitator pensauri. Piccolpasso refers to painted wares 
produced at Forli. In 1549 the Commune permitted the importation of 
Faentine pieces on paying a dazio; and in 1661 Paolo Bonoli, in his history 
of Forli, states that the maiolica there made is not to be despised, though 
inferior to that of Faenza. 
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Of the artistic potteries of Rimini, Ravenna, Bologna and Imola, we 
have but small record, and, with the exception of Rimini and Ravenna, 
no signed or inscribed examples. Of Rimini are some pieces, one inscribed 
m arimin, another im rimino 1535; the former is figured by Delange in 
his Recueil on Plate 78. Of Ravenna is one inscribed Ravena, but 
without date; it is figured in the same work on Plate 46. 


FERRARA. 


Although we have not the evidence of signed and dated pieces, there 
is abundant documentary proof that a private atelier and furnace, under the 
immediate supervision of the Ferrarese Dukes, existed at the castello of 
that city. The careful researches among archives made by the Marchese 
Giuseppe Campori and published in 18711 have revealed to us all we 
know of the works established, the artists employed, and the experiments 
made for the production of porcelain as well as maiolica at Ferrara, 
Modena, Mantua and neighbouring localities. 

These archives inform us that in 1436 and 1472 potters are recorded 
by name ; that in 1443 glazed and painted wares are mentioned; in 1474 
the ‘Capella del Cortile’ had a pavement of painted tiles; about 1490 
some artists came from Faenza; and references are made to artists and 
their productions during the remainder of the sixteenth and seventeenth 
centuries. Some tiles from a pavement formerly in ‘La Grotta’ are in 
the South Kensington Museum, and some in private possession. 
M. Ch. Yriarte describes and figures these last in the Gazette des 
Beaux-Arts, xiii, p. 13, May 1895, and supposes them to be of Pesaro 
or Ferrara, and probably anterior to 1522. Towards the latter end 
of that century a service, made either at Ferrara or at Urbino, and 
decorated with grotesques on a white ground in the manner of the Fontana, 
bears the emblem and motto adopted by Duke Alfonso II.. This service 
was probably that ordered for the occasion of his marriage with Margarita 
di Gonzaga in 1579: some pieces of it are in the South Kensington 
Museum. Camillo and Battista from Urbino conducted the Duke’s 
private pottery, and his experiments for the production of porcelain, 


1 Notizie della Majolica e della porcellana di Ferrara. 1871. 
D2 
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until Camillo’s death by accident in 1567. Another Camillo, of the 
Fontana family, also worked for the Duke, and afterwards is said to 


have gone to Florence. 


Este, Mopena, SassuoLo, REGGIO, SCANDIANO, 5S. PossIDONIo, 
AND Mantua. 


Of the ceramic productions of these several localities during the 
sixteenth and earlier centuries we know nothing worthy of record. 
During the last century works were opened at several of them for the 
production of enamelled wares, but were for the most part short lived. 


VENETIAN SI ATES 
VENICE. 


Whether certain fragments of pottery found beneath the foundation of 
St. Mark’s were of insular make or importations from the mainland is 
an open question ; others of glazed ware, probably architectural ornaments 
of the older Fondaca dei Turchi, were more probably of local Venetian 
fabrication. We learn from a codice of 1300 that a corporation of potters 
existed, who made pieces for table use, establishing certain rules in the 
production of their wares. 

In 1323 the Maggior Conseglio gave orders that the firing of the ovens 
should only take place at night, doubtless on account of their smoke. 
Whether a pavement of tiles, formerly in the church of Sta Elena, was of 
Venetian make or imported from Castel Durante or Faenza we have not 
sufficient evidence to prove. In the Lando chapel at S. Sebastiano the fine 
pavement is believed to have been made at one or other of those leading 
centres of ceramic art production ; on some of the tiles are monograms and 
the date 1510. 

Protective edicts were passed in 1426-37 and 1455 prohibiting the 
importation of other wares, with the exception of crucibles, correzzol’, and 
Majolica che viene da Valenza; in 1503 exception was made in favour of 
certain wares from Faenza, from which we may infer the artistic superiority 
of the Faentine productions, then at their highest perfection, over anything 
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of Venetian make ; probably under the shadow of this exception the Lando 
tiles were imported. About the middle and in the later decades of the 
fifteenth century, as also in the sixteenth, we find the names of potters 
recorded, some of whom are of Pesaro, others from Faenza, and one from 
Nuremberg, who became established in Venice, their respective boteghe 
being at S. Pantaleone, in the contrada S. Marziale, and at Sa Barnaba. 

In 1520 Alfonzo I of Ferrara, through his Venetian agent Tebaldo, 
commissioned Titian to procure glass made at Murano and earthen vases for 
the ducal pharmacy the making of which Titian undertook to superintend. 

From the above facts it would seem that previous to the last quarter of 
the fifteenth century, when artistic potters from Faenza and Pesaro con- 
ducted works at Venice, the native wares were of comparatively inferior 
quality ; that under their influence they were improved, and that, in the first 
quarter of the sixteenth century, they were in demand from elsewhere, and 
the industry had assumed a higher place under guidance of the Arte det 
Boccalert. 

The earliest known dated piece is a circular dish in the Ashmolean 
Museum (Fortnum Collection, No. 492, Plate XVIII), which bears the 
inscription ‘1540 - ADI - 1+ DEL - MEXE - DEOTVBRE’ and is 
characteristic of the style of decoration and technique of the artistic pieces 
of the botega of M°. Lodovico ‘in cotrada di Sto Polo, whose name occurs 
on No. 4438 in the South Kensington Museum. 

Pieces are in collections signed Fate in botega de Guido Merligno 
Vasaro da Urbino in San Polo a di 30 di Marzio 1542. And we learn 
that Cecco dt Pieragnolo and Gianantonio da Pesaro from Castel Durante 
were also working at Venice in 1545 and 1550, and Battista di Francesco 
in 1567. 

Some pieces bearing the arms of German families, and of the middle 
of the sixteenth century, are believed to be Venetian; and of 1568 are 
some large dishes signed by Zener Domenigo da Venecia fect in la botega 
al ponte sito del Andar a San Paolo. 

In the seventeenth century the production had greatly declined, for 
petition for protective laws is made by the guild of the ‘Boccaleri’ 
in 1664 in favour of the workers at this povera arte; thus, in 1665, 
a decree of the Senate forbids the importation or sale of any sort of 
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foreign earthenware by any person not being a member of the guild, 
but on condition that the city be well supplied with J/atesimz; and 
accordingly we learn that later in that century Jattesint ad uso di Faenza 
were largely made at Venice, and exported thence; these doubtless were 
of plain white enamel for general table use. 

Towards the end of the seventeenth and the earlier half of the 
eighteenth century the establishments of the Antonibon at Nove and 
of the Marnardi at Bassano led to a diminution of the Venetian produce ; 
but in 1753 the Bertolini obtained a decree in their favour for ten years ; 
before the expiration of that term their works were closed. 

The enamelled pottery of Venice during the sixteenth century is 
characterized by a close buff-coloured body covered by an even glaze 
of grey colour (smaltino), on which the design is outlined and shaded 
with blue, the high lights touched with white; the reverse, with foliated 
sprays and radiation: occasionally a brilliant yellow is used with biue 
on a darker ground. The subject pieces denote Urbino influence, but 
a blue tone prevails. One such is in the Ashmolean Museum (Fortnum 
Collection, No. 495). The wares of the last century are remarkable for 
their thinness, and being baked at a high temperature are sonorous. 
Some are ornamented with flowers, &c., in relief on the border; others are 
painted in low tones on a creamy-white ground (see No. 515). 

Of the minor fabriques in the Venetian States, as Treviso, Bassano, 
Nove, Padua, Candiana, Verona, the artistic productions during the fifteenth 
and sixteenth centuries were of comparatively small importance. 

In Lomparpy, although we have record of potteries at Milan and at 
Pavia, from whence the Andreoli family emigrated to Gubbio, and wares 
were produced which were highly praised and described by Cesarino, 
in 1521, as being decorated with metallic lustre, we have no examples 
which can with any surety be ascribed thereto. Late in the following 
century the Cuzio family produced the elaborately incised dishes, some 
ten or a dozen of which are in collections, and for the most part described 
in the late Signor Brambilla’s pamphlet 1. 

In PiepMont also, we want the evidence of pieces of any artistic 


' Camillo Brambilla, Antonio Maria Cuzio e la Ceramica in Pavia. 1889. 
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value produced during the fifteenth or sixteenth centuries; but we know 
that such wares were obtained from the bofega of Orazio Fontana in 
1564 for the Duke Emanuele Filiberto’s use. During the following 
centuries works were established at Turin, as also at Vinovo, Vische, 
and Mondovi. 


SLATES VOIMGENOA: 


That Genoa and the neighbouring town of Savona had _ potteries 
from early time, and that they continued working under Roman rule 
and during the renaissance, there can be little doubt; but it is not till 
the seventeenth and following centuries that the characteristic wares, 
mainly blue on white, and known to us as of Savona, were produced, and 
are being produced to the present day. The fabriques were numerous 
and their marks equally so. These wares rarely attain to a high artistic 
value, and hardly call for detailed consideration in our limited space. 
Two fine examples, Nos. 513-14, are in the Ashmolean Museum. 


WUEAROLITAN STATES. 


That potteries existed at Naples in Grecian and in Roman times 
there can be little doubt, and that their work was continued, in some 
form, during the mediaeval and renaissance periods is equally probable. 

Of the fifteenth century are the tiles of a pavement in the church 
of San Giovanni a Carbonari, which probably are of local production, 
but of other works of that and the succeeding century we have no 
examples; not until 1684, in which year vases painted with Scripture 
subjects and signed by Fran. Brand Napoli casa Nova are recorded 
and exist. At Naples, and also at Castelli, where potteries had also 
existed from remote time, little of artistic merit has been recorded or is 
known until the earlier years of the last century, when the able ceramic 
artists of the Grue family developed the Neapolitan and Castelli decorated 
enamelled wares. Their colouring for the most part is in somewhat low 
but well blended and harmonious tones, and in some instances works 
of considerable merit both in respect to technique and subject painting 
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were produced, although we confess that these comparatively modern 
works do not appeal to us or claim such interest as the earlier pieces 
of Faenza and Urbino. A large number of examples painted by the 
numerous members of the Grue family are in collections, some being 
enriched with gilding. 

Other workers were Carlo Coccorese, Giustiniant, Del Vecchio, §c., by 
whom pieces of varying merit were painted during the course of the last 
century. 


ol CLL 


We have already referred to wares of early time, supposed to be by 
Saracenic and Moorish potters working in that island. It was stated 
many years since that at Calatagirone remains of an ancient pottery furnace 
were discovered by Professor Tarenta, of the Academy at that place ; from 
which fragments of lustred wares on blue and white ground were excavated. 
So little is known of those of later date that they need not be specified. 


Notre.—For more detailed historical notice and dissertation on the pro- 
ductions of local potteries in Italy, as also on the wares of Persia, Damascus, 
and Spain, the master hands and artists who worked at them and the 
more important examples of their works preserved to our time, their 
distinguishing marks, &c., the reader is referred to ‘ Maiolica, a Historical 
Treatise on the Glazed and Enamelled Earthenwares of Italy, with Marks 
and Monograms; also some notice of the Persian, Damascus, Rhodian, 
and Hispano-Moresque Wares, by C. Drury E. Fortnum. 4to. Oxford: 
Clarendon Press, 1896.’ 


PilSAiaew elt 


FLASK. PERSIAN LUSTRED WARE 
Late XVI or Early XVIT Century 


PLATE. PERSIAN LUSTRED WARE 
Late XVI or Early XVIT Century 


Gris VOGUE 


——_+4+—_—_ 


CERAMIC WARES OF_ORIENTAL-ORIGIN 


iol DAMASCUS, RHODIAN 
HISPANO-MORESQUE 


Collection Mark: &,. Numbers: C. gor et seq. 


PERSIAN WARE. 
Co°201. 


FLASK. Dark blue ground, covered with ornamentation in coppery lustre, 
consisting of trees, one of which is the zeehrvend, a low-growing elm, plants, &c., 
beneath and among which are geese and an ibex. Persian. 16th cent. 
H. 102 in., D. 58 in. (See Pl. II.) 


A good example of lustred Persian ware, though not of the highest excellence. 


C2302, 

PLATE. White ground, ornamentation in golden lustre. A bordering 
of chevronel pattern on the rim; the centre covered with plants and foliage 
among which a long-tailed bird is flying, a cypress tree in the foreground. 
On the back concentric belts, the outer of toothed pattern, the inner of ser- 
pentine foliated design. Persian. 16th or early 17th cent. D. 8} in. | 
(See Pl. II.) 
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: Cm02 As 
PLATE. White ground, ornamentation in golden lustre. Foliage, 
a cypress, flowers, &c., among which are two foxes; border panelled, with 
leafage, &c. Reverse, concentric belts. Persian. 16th or early 17th cent. 


D. 82 in. 
C.7302"B. 


PLATE. White ground with similar character of ornamentation in 
golden lustre. Persian. ‘16th or early 17th cent. D. 8} in. © 
These plates are probably of the same service; they are good specimens of a rare 


class. They were all purchased by the late Mr. A. Nesbitt at Naples many years 
since. 
G25 305. 

CUP. Without handle. Externally on a rich blue ground are cypress 
trees, alternating with a flower and lower belt in ruby lustre. Inside, a flowering 
plant and double-lined edging in the same lustre on a white ground. Persian. 
16th or early 17th cent. H.12 in Deas in: 


Cs 304. 

CUP. Foliation in ruby lustre on a blue ground externally, and between 
upper double and lower single concentric lines. The lower part of the inside 
is entirely covered with rich golden lustre, above which is a belt of chain- 
work between two concentric lines on a white ground. Persian. 16th or early 
17th cent. H.1,% in, D. 242 in. 


Cao ; 
CUP. White ground. On the outside a belt of long pointed lace-work 
springing upwards and of rich brown lustre. Inside, at bottom, foliation 
beneath a belt of trifoliated flowers; double concentric line above. Persian. 
16th or early 17th cent. Ha tein, Ds es in. 


C.2306; 

CUP. White ground. On the outside cypresses alternate with another 
tree ; a belt below, and angular patches, all of ruby lustre, above. Inside, a belt 
of chevrons alternately reversed between two concentric lines, a flower at the 
bottom. Persian. 16th or early 17th cent. H. 13 in., D. 232 in. 


The above four cups are from the De Monville Collection. 
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Caeso7, 

CUP. White ground. On the outside flowering plants in panels formed 
by a sort of arched trellis, with upper and lower concentric lines. Inside, 
a flower at bottom and upper laced edging, all in roseate brown lustre. Persian. 
16th or early 17th cent. H. 12 in., D. 2$ in. 


G..g08: 
CUP. White ground. Outside, belts of rope-work, intertwined foliation, 


and concentric lines. Inside, central flower and upper edge of corded work 
and lines, all in roseate brown lustre. Persian. 16th or early 17th cent. 
H. 12 ing ‘D. 2? in. 

CaR09: 

CUP. White ground. Outside, concentric lines, chain-work, and inter- 
twined foliation. Inside, lines and chain-work, flowering plants, and at the 
bottom a broad belt and knotted centre, all in rosy-brown lustre. Persian. 
16th or early 17th cent. H. 1% in., D. 22 in. 

These very elegant cups are good examples of their kind; they were all collected 
in Italy. 

Cs 2hdes 

BASIN. Creamy white, the sides pierced with slashes and punctures 
filled in with the translucent glaze. A raised boss is in the centre, surrounded 
by a circular belt of quadrate ornament in blue, outlined in a darker colour and 
pointed with triplet leaf in black; between and on the boss are small black 
crosses, and on the edge black spots in groups of four. Persian. 16th or 
atiy t7thcent. (?).. 12.2% in. D..72 ine (See-Pl. IIL.) 

This and No. 311 are semi-translucent, of highly porcelanous character, and are 
believed to be that known as ‘Gombroon ware’ in the time of Horace Walpole. 


Cu23 Ts 
BASIN. Creamy white, a belt of slashes arranged in a pattern on the sides 
filled in with the translucent glaze. A raised boss in the centre, round which 
are leaf-shaped and triplet ornaments in black; on the edge spots of black 
in groups of four. Persian. 16th or early 17th cent. (?). H. 2% in, 
D7t-in: 


A piece has been broken from the side. 
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C. 345. 
BASIN. Shallow, with annular foot. White, inside a bordering of 


radiated lines or fluting and outer circle of small scrolls. Reverse, plain 


white. Persian. 16th or 17th cent. D. 9 in. 


C. 346. 
BASIN. Shallow, with annular foot. White, inside a bordering of leafage 


ornament incised beneath the glaze. The reverse plain. Persian. 16th or 
17th cent. D. 9@ in. 


C. 347. 


BASIN. Shallow, with annular foot. White, ornamented inside with 
a bordering incised beneath the glaze and divided by upright styles, the 
panels between diapered with scroll-work and imbrication. Reverse, white in 
centre, the sides beyond the annular foot of olive-brown colour. Persian. 
16th orearly mth cent, Do 92 in 


This and the two foregoing pieces are of the so-called porcelain of Persia, and 
may also be that referred to by Horace Walpole as ‘Gombroon’ or ‘Gombr6n’ ware.’ 
It approaches in composition nearer to a semi-opaque glass than to a true kaolinic or 
to an artificial porcelain, consisting as it does of a siliceous and aluminous body 
covered by a silico-alkaline glaze, which when sufficiently baked becomes translucent. 
It is a ware of great beauty; its richness of glaze and softness to the touch, its delicate 
whiteness, and the tender effect of its surface to the eye are very pleasing. 


Geo ini 


CUP. White, ornamented outside and inside with chevrons and lines 
in blue, and with a star-like flower at bottom. The sides are pierced with 
leaf-shaped punctures arranged in groups of nine each and filled in with 
the glaze. Beneath the central belt, but attached thereto, is an outer cup, 
cut @ jour into leaf-shaped divisions which unite at the foot, each of which 
is also pierced with six circular punctures arranged as a star and filled in 
with glaze. Persian. Probably 17th cent. H. 1% in., D. 2§ in. 


Given by the late Baron de Parpart. 


BASIN. PERSIAN TRANSLUCENT (‘GOMBRON’?) WARE 
XVIT Century 


TAZZA. DAMASCUS WARE 
XVI Century 
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gay ee 

FLASK. White ground, decorated in cobalt blue; round the shoulder 

a zone of scroll ornament, above which the neck is divided by 
double perpendicular lines, between which and from an upper 
sippeted edging are falls of oval and quadrate spots, ending in 
a tassel or sun (?). Round the belly are plants and fruits, with 


scroll-work and groups of deer, flying birds, &c. Below is another 
zone of scroll-work ornament. Beneath is the mark. Persian. 17th or early 
Bot cent, (f).0 1d, 192 im, D.. 5%. in. 


It is mounted with a copper neck and stopper with chain which have been silvered 
or tinned. From Dr. Mechin’s Collection. 


DAMASCUS WARE. 


Crear 

PLATE. White ground, covered within a concentric blue line by a bunch 
of flowers springing from an oval of dark and light blue between two triple 
leaves of sage-green. These flowers are conventional and seem to represent 
asters and hyacinths, the middle one is of dark and light blue, with a centre of dull 
laky-lilac petals; on either side a flower with outer laky-lilac petals, dark, 
light blue, and lilac centre, next are two hyacinths in dark blue, flowers 
similar to the central are then repeated, and, lastly, are two lilac buds. 
Outside, an edging of scrolls between concentric lines and a belt of green 
flowers with turquoise centre alternating with bunches of four dark blue and 
turquoise buds; two concentric lines round foot. Damascus ware. Probably 
Pr frst halfof 16th cent. H.1$ in, D.11% in. (See Pl. III.) 


The design of this piece is of great beauty. In the Sauvageot Collection at the 
Louvre is a companion piece. 


Ceo 15. 

JUG. Inverted pyriform body swelling below into a splayed foot and 
rising above into a cylindrical neck pinched at the front and sides to form 
a spout; a handle behind is attached near to the rim and descends to the 
shoulder below. The surface of the piece is covered with scale-work outlined 


46 DAMASCUS WARE 


in black and the whole grounded in blue. A sort of key moulding, in light 
blue outlined with black, is on the upper edge; the neck decoration is divided 
from that of the body by a concentric serpentine white line on black ground, 
beneath which is a sippeted fringe or edging alternately turquoise and 
white. At the narrowest part, above the foot and on its.outer edge, is a guilloche 
moulding in white, centred with turquoise on a black ground. Over the 
imbricated grounding of the neck and body, roses, two on a stem, their 
petals laky-purple, the.centres blue, the leaves olive grey or dull sage-green, 
alternate with white buds of pinks or tulips, also two on a stem. Round 
the foot are buds and crescent-like forms in the same laky colour. Probably 
Damascus ware of the first half of the 16th cent. H. 9% in. D. 64 in. 
(See Pl IVs) 


I only know two other examples of this rare form, both of equally beautiful quality 
in the paste, the glaze, and the decoration; one is in the possession of Mr. Louis Huth 
from the Monville Collection ; the other is in the Museum of the Academy at Bologna, 
and is covered with a vermiceli’ pattern similar to that on Plate No. C. 319 in this 
Collection, also on a flask in the British Museum (Henderson Collection), and a plate in 
the South Kensington Museum, No. 6590, ’60. 


Can 16: 


JUG. Of globular body and cylindrical neck, to the top of which a loop 
handle is attached descending to the shoulder. The surface is blue, leaving 
white leaf-shaped and trilobed figures outlined in black; the former bear 
bunches of five and six red and purple berries on stems, the latter have 
each three central circles and outer leaves of turquoise colour; slashes also 
are reserved on the ground and coloured turquoise. The upper and lower 
parts of the neck are encircled with leafage mouldings in turquoise, and 
a white belt with purple leafage is above the foot. Damascus ware. 16th cent. 
H. 74 in., D. 58 in. 

Notwithstanding the red pigment used upon the berries, which somewhat resembles 
that so abundantly found on the Rhodian wares, the fine quality of the paste and 


glaze and the use of the dark and turquoise blues together would warrant the conclusion 
that it is of Damascus. 
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Ca-310e 


FRAGMENT OF A BOWL. Interlacing scroll-work in black upon 
a bright turquoise ground. The pattern painted in black on a white slip, 
over which the coloured glaze was fused. Reverse, turquoise and black scrolls. 
Siliceous-glazed ware. L. 7 in., W. 32 in. 


From the church of Sta Cecilia at Pisa, where it was placed early in the twelfth 
century. One half of the piece given to the late Mr. Henderson by the writer 


oe 


is now in the British Museum. Vide Archaeologia, vol. xlii. pp. 379-383. 


TILES FOR WALL DECORATION. 


1. TILE. White ground, partly covered with a thick branch of dark blue 
colour bearing flowers on sprays, and a large green leaf with white centre ; a border 
pattern of white leaves and flowers on dark blue covers the rest. 16th cent. 
9} in. by g in. 


2. TILE. White ground, pattern of four dark blue leaves with turquoise 


centres, and four buds springing from a central blue and green ornament. 
16th cent. 9g in. by g in.- 


3. TILE. White ground, covered with interlacing dark blue sprays with 
flowers centred turquoise, and pointed oval panels bearing conventional leafage 
in white on green ground. 15th or 16th cent. 94 in. square. 


Nos, 1 to 3 presented by Sir Augustus Wollaston Franks, K.C.B. 
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The following were presented by the late Rev. Greville Chester. 


4 and 4*. TILES for bordering. Blue ground, on which interlacing foliation 
and sprays bearing flowers in white, centred turquoise. Cairo. 16th cent. 
1o in. by 4% in. 


4**, TILE. Perhaps the central pattern for which Nos. 4 and 4* were the 
border: conventional hyacinths and other flowers in bright blue and turquoise 


on the white ground. 16th cent. 94 in. square. 


5. TILE. Dark blue and green flowers on a central white panel; 
bordering of double chevron work in white on dark blue. 16th cent. Io in. 
by 72 in. 


6. TILE. Dark blue ground, on which branches of leafage and flowers with 
turquoise centres, springing from turquoise vases, are reserved in white. 
16th cent. Io in, square. 


7. TILE. Bunches of dark blue grapes and green vine leaves on the 
white ground alternate with dark blue branches bearing white and green flowers ; 
portion of a large pattern. 16th cent. 10 in. by 104% in. 


8. TILE. Part white, on which is a green bird and conventional leafage 
in dark blue; a bordering of flowers and leafage in white on dark blue ground 
with turquoise edging. 16th cent. g in. square. 


g. TILE. Part of a border, the centre bearing plants with green leaves 
and blue flowers springing from vases; on the sides conventional flower pattern 
alternately in white and dark blue. 16th cent. 10 in. by 8} in. 


1o. TILE. Branches with leafage and flowers in dark blue and green on 
the white ground. 16th cent. 9} in. square. 


11. TILE. Pale blue ground, covered with sprays of leafage and flowers 
in white with turquoise centres. 16th cent. 124 in. by 8} in. 


12. TILE. Part white, with green leafage and dark blue and green flowers, 
the central pattern, and border of wavy leafage and white flowers with dark 
blue centre; turquoise edging. 16th cent. 9 in. square. 


1V 


RBA 


S WARE 
XVI Century 


DAMASCU 


JUG. 


, 


PLA 


KUTAYA WARE 


XVI Century 
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13. TILE. Border pattern of conventional foliage in white, shaded blue, on 
brown ground, and flowers in orange, white, and brown on dark blue. Probably 
of local make. 16th cent. 6% in. square. 


14. TILE. Part covered with the central pattern, dark blue iris and other 
flowers with brown buds, leaves, &c., on the white ground: the bordering 
of white flowers and buds, centred turquoise, on dark blue. 16th cent. 8 in. 
by 73 in. 


15. TILE. Hexagonal, perhaps for flooring; white ground, on which 
conventional sprays with flowers and leafage are painted in bright cobalt blue: 
manganese edging. 15th or 16th cent. D. 7 in. 


KUDTAYA WARE. 


Ca3atg, 

PLATE. With deep sunk centre and broad brim, the latter and the 
bottom covered with fine vermicelli foliated sprays arranged in coils, of 
which seven cover the brim and one occupies the centre between double 
concentric lines; all in bright but dark blue on the white ground. Reverse, 
three double concentric lines of blue. The paste is thick, the piece heavy. 
Cutaya or Kutaya ware. 16th cent. D.9?in. (See Pl. IV.) 

On the neck of a flask (the upper part wanting) of white ground with vermacell’ 
in circular divisions and scroll foliage between is an inscription which translated 
reads: ‘The Bishop Mardiros sent an order to Kutaya to have this bottle made in 
the year 1528 for the convent of Sa Maria at Angora.’ This flask was in the hands 
of Mr. Myers in 1889, and is now, we believe, in the Godman Collection. 


RHODIAN WARE. 


Crag 20: 

DISH. Circular; the centre and rim painted with red roses and sprays 
and with a long blue leaf on the white ground, bordered by double concentric 
lines in black, with which colour the outlines are traced. Reverse, concentric 
black lines, a belt of flowers and triple leaflets in blue. Rhodian. 16th cent. 
D. 35 inacisee; Pl. V;) 
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C. San. 


DISH. Circular; the centre occupied by a bunch of red carnations, 
a dark blue hyacinth and two other sprays of red flowers springing from 
a bunch of blue and green leaves painted on the white ground; border of 
black scrolls, edged with blue in alternate masses and open panels, with 
dividing concentric —*— formed lines. Reverse, a belt of blue flowers 
centred with green-and double carnation buds. Rhodian. 16th cent.  D. 


112 in. 
C2302. 
DISH. Circular; the middle occupied by a large flower bud with red 


centre and dark blue and green leaves; on either side is a long green leaf 
backed with red, beyond these are red roses and sprays of a red ixia-like 
flower, leaves, &c.; they spring from a clump of green leaves. The edge has 
black curled scrolls bordered with blue in masses and on broken spaces, all 
on the white ground. Reverse, a belt of blue flowers, centred green, alternating 
with double carnation buds of blue. Rhodian. 16th cent. D. 13 in. 


Caos 


DISH. Circular; white ground; a central cypress tree in green, on 
either side of which is a red rose, a long blue and green leaf, and again a rose 
and bud with their stems and leaves all springing from a clump of green and 
blue leaves. The edge has black scrolls in masses between waved lines and 
patches of heavy red. The whole has been enriched by parcel water gilding. 
Reverse, —*— edge line in black, and belt of blue and green flowers and 
triple leaf scrolls. Rhodian. 16th cent. D. 13% in. 


C. 324. 


PLATE. White ground; a central leaf-shaped shield of arms, azure 
and argent, a bend gules between two stars counterchanged of the first and 
second ; the remainder of the ground covered by a bunch of red carnations, 
blue buds, spotted red, and a small red flower springing from green and blue 
leaves below. Reverse, belt of blue flowers and double buds and black 
concentric lines. Rhodian. 16th cent. D. 8} in. 


PLATE V 


CANDLESTICK. RHODIAN 
XVI Century 


CIRCULAR DISH. RHODIAN 
XVI Century 
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C. 325. 

PLATE. White ground; the same central shield as on No. 324; a 
bunch of roses or asters with blue, red and green petals, alternating with 
a red flower springing from a cluster of green and blue leaves. Reverse, 
belt of blue flowers and double buds. Rhodian. 16th cent. D. 72 in. 


These two are of the same service, some other pieces of which exist; three are in 
the British Museum (Henderson Collection), one of which is of larger size. The only 
pieces of Rhodian or Damas ware with shields of arms known to the writer. 


C2320; 

CANDLESTICK. With spreading bell-shaped foot sinking into a patera 
above, from which rises the stem with central projecting ring and bud-shaped 
nozzle. White ground reserved in four panels on the foot, which are each 
occupied by a bunch of five red and blue carnation buds; between it is filled 
in with blue, on which white flowers touched with red are reserved. On the 
patera are white panels with red carnation buds. The stem is striped with 
blue; the nozzle white panels with red buds. Rhodian. 16th cent. H. 7% in, 
Pe s.in. (See Pi: V.) 


The only known candlestick in Rhodian ware. 


Ge 327. 

JUG AND COVER. Pyriform, expanding above into a neck, from the 
edge of which a handle descends to the body; an annular foot beneath. 
The ground is covered with scalework in green and blue, outlined with black 
and separated by long leaves reserved in the white and spotted with red 
star-shaped spots; between these are groups of three crescent-like figures 
reserved white and filled in with red between the horns. The neck and 
cover are similarly decorated. The knob has been lost and is replaced by 


one of onyx. Rhodian. 16th cent. H. 94 in., with cover 11 in., D. 6% in. 


Creo es 
EGG-SHAPED OBJECT through which were passed the cords of a 
hanging lamp. White ground, painted in blue, green, yellow and black, with 
three winged cherubs, between which are two crosses in purple colour. 
Egyptian Coptic, or from Asia Minor. H. 3? in. D. 33 in. 
E 2 
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ANATOLIAN WARE. 


C. 339. 

CUP. Without handle; decorated with conventional flowers in green, 
yellow and red, on panels reserved between hourglass-shaped spaces edged 
with green and filled in with yellow and spotted red. A flower at bottom 
inside and flowery edging. Anatolian. 17th or 18th cent] Hio14 in.) 2s, 


C. 340. 
CUP. Without handle; of similar decoration to No. 339. Anatolian. 
17th or 18th cent. 
Corsair. 
CUP. Without handle; of nearly similar decoration to No. 339, but 
without the flowery rim. Anatolian. 17th or 18th cent. 


C342: 

CUP. Without handle; alternate figures of red network centred with 
yellow, and others formed as two green netted circles, between which are 
a red-edged half-circular and a blue-edged pointed space ; sprays of green, &c. 
Anatolian. 17th or 18th cent. 


C. 343. 
CUP. Without handle; decorated with a belt of fruits or flowers in 
dark brown, on a ground diapered with a figure repeated in the same colour; 
the edge yellow. Anatolian. 17th or 18th cent. H. 12 in., D. 1% in. 


HISPANO-MORESQUE WARE. 


Cn Sebp 
PLATE. With narrow border, on which are small sunk hollows; the 
grounding is of dark blue, the centre occupied by four larger branches 
of foliage springing cross-wise from the middle, smaller ones being reversed 
between ; concentric lines are round the outer and inner border, which is covered 
with a lace-work of lines; all in ruby copper lustre. Reverse, scrolls in lustre. 
Manises. Probably of 16th or 17th cent. D. 84 in. 
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CIRCULAR DISH. HISPANO-MORESQUE 
XV or Early XVI Century 
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EWER. HISPANO-MORESQUE 
XV or Early XVI Century 
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OC igueter 


PLATE. Of similar form to No. 337 and similarly ornamented on the 
The centre is diapered with fine tendril-like sprays 


edge and the reverse. 
Manises, 


arranged in scrolls, each ending in a trefoil; all in coppery lustre. 


Probably of 16th or 17th cent. D. 8% in. 


Coot, 
DISH. Circular; the surface entirely covered with a concentric diapering 


of briony leafage and tendrils on the creamy-white ground. Reverse, sprays of 


leafage, all in golden lustre. Probably Valencia. 15th cent. D.17% in. (See 


PIV IE) 
Ce 332: 

PLATE. With sunk centre, the 
bottom of which is occupied by a shield 
of arms, bearing an eagle crowned, with 
outspread wings, azure on the golden- 
lustred field. The rest of the surface 
covered with concentric diapering of 
briony in golden lustre on the creamy 
ground. At the back is the mark?. 
Valencia. 15th cent. D. 7 in. 


I 
i 


Cerne 
PLATE. With sunk centre, similar 
shield of arms and decoration to No, 
332. The markis on the back. Valencia. 


5th cent. D. 7} in. 


; 


% 


A 


i 
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1 A nearly similar mark is on a piece with like briony decoration in the Salting Collection. 
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SICULO-MORESOUE WAKE. 


C. 344. 

WATER JUG. Of creamy-white porous ware, unglazed, pyriform 
widening to the lip, with loop handle and ring foot; of similar form to the 
Rhodian and Damascus jugs. It is decorated round the belly in compart- 
ments divided by perpendicular grooves, on each of which is a raised rosette ; 
above these are three stars and a half-leaf-formed diapering impressed ; the 
same figure reversed and the stars are also on the shoulders in angular 
grouping, as also on the neck, inside of which is a rosette-formed strainer of 
open work with central raised stud. Beneath the handle is an Arabic stamp, 
Allah vahim, either a simple invocation of the mercy of God or a personal name. 
Sicilian Moorish. 16th cent. H. 5% in., W. 5} in. 

Given by Mr. George Dennis. 


TTATRTANR At 
SGRAFFIATI OR INCISED WARES. 


C. 399: 

CUP oR TAZZA. On annular foot. Sgraffiata externally in panels 
alternately of brown and green colour separated by double incised lines. 
Internally a central rosette with many surrounding concentric lines partly 
crossed by zigzags; alternate patches of brown and green colour. Found in 
Cyprus, probably of the 14th cent., and by Italian potters. H. 33 in., D. 52 in. 


C. 400, 

CUP or TAZZA. On raised circular foot. Sgraffiata externally with 
two rows of loop-shaped lines, between which are two rows of spots, and with 
alternating patches of brown and green colour. Internally a rudely incised 
figure in costume, seemingly of the 14th cent., a staff in his hand; above is 
a concentric circle of loop ornaments ; the whole is dashed with brown and green 
colour. Found in Cyprus, probably Italian work of the 14th cent. H. 4 in., 
Deyo, 

This and No. 399 were given by Sir A. Wollaston Franks. 


PAS ArIg eee Vill 


PLATEAU. SGRAFFIATO WARE 
XV or Early XVI Century 


Sw bane 2, 


PLATEAU WITH RAISED CENTRAL FLOWER 
XV or Early XVI Century 
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G.<A01. 

CIRCULAR DISH. SBaczle. In the centre two men are represented, 
one facing the other with his back to the spectator, each playing on a mandolin: 
they wear short tunics belted round the waist and mantles trimmed or lined 
with fur, tight-fitting nether garments, and low boots; costume of the 15th cent. 
A wattled fence is between them and the wooded landscape background. 
A bordering of twisted mulberry spray and leaves covers the rim; the whole 
piece is dashed with yellow and green over the white ground. Reverse 
covered with white slip and glazed; the design is incised through the white 
surface to the reddish-buff clay beneath. Northern Italian, probably Lombardy. 
About 1480-1500. D.16in. (See Pl. VII.) 


CAO? 

CIRCULAR DISH. Sacile. In the centre is a flower of five petals 
in high relief, surrounded by a circle of spiral knots strung on a central cord. 
The cavetto is covered with a pattern of long leaves hanging inwards side 
by side from an encircling stem ; the edge with mulberry leaves and fruit on 
serpentine stem. The design is incised through the white engove to the buff 
ground, and dashed with green and yellow. Reverse, a central medallion, on 
which is the figure of an angel, sitting before a wattled fence and holding a bag 
in the left hand; the outside of the cavetto covered with leaf moulding, that 
of the rim with mulberry-leaf border. N. Italian, Lombardy (?). About 1480- 
E5cOneL).r5 ine. (See Pl) VII.) 

A fine example of this class of wares. 
C2403. 

CIRCULAR DISH. Bacile. On a central medallion is the seated 
figure of the Virgin in a rocky landscape, her hand in the attitude of prayer 
to the Blessed Child, who is seated, naked, on a cushion to her right; the 
nimbus is above their heads. The inner cavetfo and the border are covered 
with branches and foliation perhaps intended for that of the vine; the fruit is, 
however, more like the mulberry, while the leaves resemble those of the oak. 
The edge is decorated with similar foliation, but arranged in a continuous 
serpentine between concentric lines. Reverse, the partially glazed clay. Italian, 
perhaps La Fratta. About 1520-30. D. 19} in. 


On this piece much of the white ‘slip’ has been scratched away, leaving a ground 
of the buff-coloured body on which the design is left in low relief; it is dashed with 
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green and yellow colour. The foliation may be intended to represent the spring shoots 
of the vine with its yet undefined younger leaves and bunches of bloom. 
Ca402" Db, 

JUG. Inverted pyriform body widening to the mouth and projecting 
lip, on a low trumpet foot; a scroll handle attached to the neck descends 
to the swell of the body. With the exception of a circular panel in front, the 
surface is covered with an imbrication of peacocks’ feathers, outlined by incision, 
coloured blue, green, and yellow with dark central spot, and springing from 
yellow rays, between which and the foot is a yellow spotted belt. The panel 
bears a heart-formed shield of arms—quarterly, first and fourth, or, a bee proper 
(incised) ; second and third, lozengy, gules and argent. A coronet surmounts 
the shield. Italian. H. 83 in., D. 5 in. 


Greville Chester Collection. 


DS CAN Y: 


CAFFAGGIOLO. 


C. 404; 
EWER. WMezzina. In front, on 


a circular medallion, is a ‘esta-di- 


cavallo-formed shield of arms sus- 
pended by a purple riband. It bears, 
azure, a double-headed sheep tripping, 
the arms of Alessandro degli Ales- 
sandri of Florence. The medallion 
is surrounded by an orange and 


green wreath of laurel leaves; above 


and below are two circular disks 
coloured white and blue; the sides 
are diapered in blue and orange on 
the white enamel. The flat handle 
is crossed with lines of green; beneath 
it isthe mark. Caffaggiolo. About 
1520, H. 134 in, D. gf in. (See 
PUSVAiI;) 
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C. 405. 

EWER. Mezzina. With double spout and twisted handle arched over 
the mouth. On either face is a circular blue medallion surrounded by a wreath 
of green leaves, yellow fruit, and blue flowers, with a blue rosette above and 
below, and bearing a shield of arms, argent, three bends azure. The remaining 
surface is diapered with blue sprays and flowers on the white enamel. 
Cafiaggiolo. -—About 1520. H. 15} in., D. 10% in. 

This jug is of a form which, although frequent in the copper water jugs in use at 
Florence to the present day, I have never seen in earthenware of the sixteenth century, 


except the present example. The arms may be those of the Contarini of Venice, 
the Bianchetti of Bologna, the Obizzi of Lucca, or the Scolari ot Florence. 


Genco; 

EWER. WMezzina. On the front, between two 
cornucopias, the fruit and leaves from which fall on 
either side, is an oval shield of arms. The flat 
handle is yellow, with a raised and indented central 
band of blue. Beneath it is the mark. Caffaggiolo. 
About 1520c-30. H. 14 in.,, D. 9% in. 


C2407: 

PLATEAU. With raised centre, on which is the profile bust of a man 
looking to the left, wearing a yellow helmet vizored green; a mantle is 
fastened by a green button over his left shoulder. The medallion is 
surrounded by circular belts of ornament in gzallo sopra giallo, dark blue, 
bianco sopra bianco, egg and dart, and cord edging in dark blue; on the rim is 
a concentric belt of blue pomegranates on a ground, one side of which is 
orange, the other yellow. Reverse, coarse diapering in the form of petals in 
blue and orange, with central blue ornament. Caffaggiolo or Forli. About 
Bice) D128 in. (See Pl. 1X.) 


Admirable for decorative effect and bold design. 


C. 408. 
BUST oF St. JOHN. A _ youthful head, the hair brownish yellow 
pencilled with blue, the eyebrows, pupils, eyelids and lashes, and the mouth 
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touched with blue; the flesh is of the creamy-white colour of the enamel which 
covers the whole piece; the chest and back are clothed in a sort of sleeveless 
coat or vest intended to represent furs; it is pencilled with blue lines, touched 
and edged with yellow. A hole on the top of the head was probably for the 
attachment of a metal nimbus. Caffaggiolo (?). About 1510-20. H. 10 in., 
W.1l ine(scep Pie ViIiL) 

The richness of the glaze and the tones of colour induce me to attribute this bust, 


which is modelled after the manner of Donatello’s school, to Caffaggiolo rather than to 
Faenza. I purchased it of Signor Gagliardi, who brought it from Florence. 


C. 409. 

PLATE. TZagliera. In the central hollow is a shield of arms resting 
on a green and yellow ground, supported by two flambeaux (?) from which 
hang fillets, a honeysuckle ornament above. 
Its bearings are per fess argent and azure, in 
base a lamb regardant of the first behind a 
cross gules which rises to the top of the shield 
(an Agnus Dei) An edging of bianco sopra 
bianco and loop and bead ornament separates 
the centre from the wide border of dark blue, 
covered with foliated scrolls in yellow, orange, 
and green, among which four flowers alternate 


with as many vases; an outer egg-and-dart 


moulding with yellow edge. Reverse, con- 
centric blue lines, four sprays of three leaves each and central mark or 
ornament. Caffaggiolo or Faenza (?). About 1520. D. 9% in. (See Pl. IX.) 


Two pieces of the same service, less brilliant in colouring, are in the British 
Museum from the Henderson Collection. 


CEAtc; 


CIRCULAR DISH. Sacile. The sunk centre is covered with the 
subject of Mutius Scaevola burning his hand before Porsenna. The rim is 
covered with a continuous landscape between yellow edgings with distant 
towns ; dogs are chasing boars, hares, &c., in the foreground. Reverse, 
concentric lines in yellow, rude leafage and cross-barred ornament and the 
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EWER OF MEDICI PORCELAIN 


Circa 1582 


ei 


PLATE IX 


BUST OF ST. JOHN. CAFFAGGIOLO 
XVI Century 


- rey +s 5) 


JUG WITH ARMS OF THE ALESSANDRO DEGLI ALESSANDRI FAMILY. CAFFAGGIOLO 
XVI Century 
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mark and inscription in blue. Caffaggiolo. Dated 1547. D. 15% in. (See 
Pl. X.) 


From the Montferrand Collection. One companion piece by the same artist is in the 
South Kensington Museum (No. 6656, 60), another was bought for M. Dutuit, and 
another was sold at Christie’s in 1874. All were similarly marked but inscribed jz gafagiolo. 
The colours used are of a subdued and peculiar tone; a liquid olive-green is much 
applied, as also a blue, yellow, and dull black. Galiano is a small village in the hills, 
a short distance from Caffaggiolo. The late Comre Milanesi found record of a fabrique 
at Galiano and another at Monte, both in the vicinity and probably succursales of 
Caffaggiolo. 


G—__- 


Siytiane nls 


——< 


MEDICJ” PORCELAIN. 


C. 208.. 


EWER. Globular body, with high loop handle springing from the back 
of the lip and ending on the swell of the body in six root-like scrolls; the 
short neck widens to the lip, which is curled in scrolls inwardly at the sides; 
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~ low annular foot. Decoration in bright rich blue of 


sprays of foliage and flowers in Persian manner 
covering the creamy-white ground. Beneath is the 
dome mark and letter F (enlarged in the cut). Medici 
porcelain. Second half of 16th cent. H. 7% in., D. 4 in. 
(SeeoP lay) 


This charming piece was purchased by M. Riblet of 
Florence from the Contessa Matteucci, née Montalto, who 
inherited it at the death of the last Montalto with the palace 
in the Borgo degli Albizzi; they were connexions of the 
Medici. Sold by Riblet to a dealer at Naples, from whom 
I bought it in 1879. (For other pieces of Medici porcelain 
see Appendix.) 


SIENA. 


GHei ic 


SMALL DRUG POT. Aldbarello. Cylindrical. Diapered in belts of 
orange and blue leafage mouldings and folded ribbon ornament. Siena or 
Faenza (?). About 1520-30. H. 5% if, D. 3% in. 


Ce Alz, 


SMALL DRUG POT. Companion to No. 411. 


PIECES OF THE EIGHTEENTH CENTURY. 


Cran. 


PLATE. Taglera. The entire surface is covered with the subject of 
Amphitrite borne on a shell in the sea between three nymphs; an old and 
a young triton complete the group. On either side in the foreground are 
trees; the sea and a fortified island with buildings beyond. Siena. By 
Ferdinando Maria Campani. About 1740-50. D. 123 in. 
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PLATEAU. MUTIUS SCAEVOLA, ‘7 Galiano Nellano, 1547’ 


PLATE. THE CREATION OF EVE. BY FERD. MARIA CAMPANI 
Circa 1730 
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O557% VE 
PLATE. Tagtlera. Neptune in his shell-shaped car drawn by two 
sea-horses and holding his trident in the left hand, the reins in his right. 
A sea nymph on his left holds two fishes in her left hand; three others look 
on from the middle distance. In the foreground a rocky shore with trees, 
the sea and a castellated town on a promontory, Siena, is seen beyond. By 
F. M. Campani. About 1740-50. D. 12% in. 


COALS: 
PLATE. Taglera. A pastoral group in a landscape; the man plays 
the flageolet, a woman milks a cow and a boy tends sheep; a goat, &c. 
Mountains and a village beyond. Siena. By F. M. Campani. About 
1740-50. D. 12% in. 
G7ALG. 
PLATE. Taglera. The temptation of Adam, after Raffaelle (Loggie). 
Rich landscape background, with distant hills. Siena. By F. M. Campani. 
About 1740-50. D. 12% in. 


These four plates are of the same service, and are good examples of this artist’s 
work, 


Cary. 
PLATE. Tagliera. The creation of Eve, after Raffaelle (Loggie). 


A rich wooded landscape, with a river and distant hills, forms the background. 
Siena. By F.M.Campani. About 1740-50. D. 11 in. (See Pl. X.) 


This is one of the most carefully executed and highly finished works by that 
excellent artist who was called the Raffaelle of ceramic painting in the first half of the 
last century. A piece, No. 6667 in the South Kensington Museum, is fully signed and 
dated 1747; another, in the British Museum, is dated 1733. 
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DUCHYSOFRsUR BING: 


LESAKO: 


CATS: 
TAZZA. Fruttiera. The creation of the animals. In the centre of 
the composition a bearded figure, in 
i loose garments of yellow and blue, 
9 extends his hands to the right and 
left. Around him are a lion, bears, 
° swans, a peacock, and other birds and 
Arig ert animals, some of which are issuing 


op 7 from the ground. A treeis on either 


of 2 ; ; a ee, 

SP iy? 5 side; a steep hill on which is a town, 
ey i a" 7 : < : 
A wf and a river crossed by a bridge, are in 
trl the background. Reverse plain white, 


aging 
dh 
ran 
Uy, 
rl 
‘Tiyyild 
a 


with the inscription and date 1540. 
Pesaro, of the Lanfranchi Jdodega. 
D.- 10% in (S66, Piece!) 


\ 


C. 420. 

CIRCULAR DISH. With sunk centre. Subject, a composition repre- 
senting persons in a rocky foreground, with trees and distant hills beyond; 
one tree, which is being felled, has labels and wreaths hanging from its 
branches, and a human head issuing from their junction with the stem; 
it bleeds from the wound inflicted by a man with an axe. On the right 
is a group of four draped men and one naked woman; the central personage 
points to the corpse of a man with severed head lying at the foot of the tree. 
On the other side the same personage appears to sleep supported by a yellow 
drapery and white pillow, while an aged nude female approaches him. 
Beyond, a draped female is driving in a car drawn by two dragons or gryphons, 
and is confronted by another nude female. On the rim is a shield of arms, 
bearing per fess or and sable,.over all a figure of a man with cap and jacket 
sable, under garment or, standing with bent knees and holding a goblet in 
either hand; the shield is surmounted by a knight’s helmet with yellow 
and black lambrequins, and crested with a demi-figure of a man, full face, 


PAS AGES XG 


TAZZA. THE CREATION OF ANIMALS. LANFRANCO. PESARO, I540 


CIRCULAR DISH. LANFRANCO OF PESARO 
Circa 1544 
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with high red cap and black mantle between two horns or and sable, from 
which project four leaf- or spade-shaped objects counterchanged. These arms are 
probably of a German family. Reverse plain, but with titular inscription Cvd: 
gitono. Pesaro: Lanfranchi dotega. About 1540-45. D.15 in. (See Pl. XI.) 


Other pieces of this service are in collections; one belongs to Miss Lockwood at 
Rome, Sir F. Cook had another, and one is in the Museum at Berlin. 


Cae4et, 
SAUCER For A BROTH BASIN. The sunk hollow painted with 
a double anemone and other flowers; the concave having Aik 
alternately flowers and flowering stems supporting birds 
coloured and all in relief: the ogee-shaped edge diapered te 


with alternate patterns. The ground is of a dull greyish- ae 
white enamel. Reverse inscribed and dated. Pesaro. 1765. RE Ike 
F774 an. ei: 

Of the fabrique established August 13, 1763, by Antonio Casali and Filippo Antonio 
Caligari, who came from Lodi and were joined by the ceramic painter, Pietro Lei. Their 
initials are inscribed on this piece. 

C. 512. 

JUG. Mesciroba. With globular body and spreading foot, the neck 
widening to the mouth, which is pinched in on either side to form a spout. 
Double scroll handle dashed with red, the lower ends spreading either way. 
Decorated with sprays of dull red, yellow and blue flowers, and fruit with 


green foliage. In front, on the white ground, is a circular panel, bearing an 


inscription of four lines of verse in modern Greek. Mark beneath a _ 


Scherr 
Pesaro. ‘Casali and Caligari. About 1770. H. 7 in., D. 43 in. 


A piece of the same fabrique as No. 421, made for the Greek market. 


Gr 519: 
JUG. Mescivoba or boccata. Body globular, with flattened foot and 

open above; projecting tubular spout and loop handle rising over, with 
scrolls at its junction with the neck. The ground of greenish-white colour 
is semée with sprays of flower, a wreath above and concentric belt of leafage 
below. Pesaro. Probably by Casali and Caligari. About 1770. H.1 ft. ? in. 
W. 9 in. | 
F 
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LUSTRED WARES OF PESARO OR DIRUTA. 
CxeAlo. 


CIRCULAR DISH. Bacile. The sunk centre occupied by the figure of 
a man holding a spear in the left hand and blowing a horn held by his right. 
He wears a cap with feather, and tight-fitting dress, the sleeves of the jacket 
diapered with scale pattern and the sides spotted; breeches with cod-piece 
and long boots turned over at top. A tall spotted dog precedes and two 
smaller follow him to the chase. Three cypress trees are behind and a castle 
in the distance; flowers cover the hilly ground. The rim is diapered with 
scale pattern. The whole design, outlined in dull blue, is filled in with golden 
lustre a@ madreperla on the creamy-white ground. Reverse, greenish-yellow 
glaze. Mezza maiolica. Pesaro or Diruta. About 1500-10. D. 16% in. 


Cras 
CIRCULAR DISH. Sacile. The sunken centre is occupied by a hunting 


scene. A young man dressed in a tight-fitting costume, with high turn-over 
boots, and a cap with feather on his head; he is facing a bear, into which he has 
plunged his spear; the animal has seized one dog by the neck, another is on 
its back and is biting the bear’s ear. Four cypress trees are behind, and the 
undulating ground is covered with tufts of plants and flowers. A continuous 
border of set leafage and flowers covers the rim. The whole design is out- 
lined in dark blue filled in with golden lustre. Reverse, yellow glaze. Mezza 
matolica. Pesaro or Diruta. About 1500-10. D. 162 in. 


DIROTA. 


eA a2: 


PLATE. Tondino. The letters WV bs between flowers occupy the sunken 
centre surrounded by mouldings and angular rays, which alternate with flowers 
extending up the side and edged with concentric lines of gold and blue. The 
whole is outlined with heavy blue on the creamy ground and lustred with 


DUCHY CF URBINO 67 


a brassy golden rveffe¢. Reverse, three concentric lines of yellow lustre. Diruta. 
About 1510-20. D. 9} in. 


The first piece of Maiolica acquired by me, purchased at Florence in 1851. 


Gr469", 


PINE CONE VASE. On stem and circular foot, the latter painted with 
rays springing from the centre; the scales touched with yellow, green, and black. 
The cover has been restored. Diruta. About 1520-30. H. 11 in., D. 7} in. 


GUBBIO. 


C. 425. 

CIRCULAR DISH. Bacile. The sunken centre is covered with a re- 
presentation of one of Aesop’s fables, after a woodcut in Tuppi’s illustrated 
edition in folio, published-at Naples in 1485. The fable is that of ‘Kapaun 
und Habicht’ (Capon and Hawk). A man dressed in short ruby tunic and tight 
white leggings, with ruby shoes, holds in his gloved left hand the bleeding leg of 
a bird; a hawk is flying above him in the act of stooping towards a large cock 
turkey. A low wall is behind and flowers spring from the ground ; above, on 
a ribbon, is the inscription VENTVRA +: DIO. The rim is ornamented with 
leaves serrated on one edge and laid together at an angle, between which are 
flowers. Outlined in dark blue, filled in with golden and dark ruby lustre on the 
pinky-white enamel or slip? Reverse, coarse yellow glaze. Gubbio. About 
1500-10. D.15 in. (From the Montferrand Collection.) 

Probably by the same artist as the larger dish, No. 7684, ’61, in the South 
Kensington Museum, who is supposed to have used the ruby lustre anterior to 
Me. Giorgio’s advent to Gubbio, A reproduction of the early woodcut of the subject 
is on page 11 in Vol. III of the Jahrbuch der KGnigl. Preussischen Kunstsamm- 
lungen. I am indebted to Dr. Lippmann for this reference. 


Caa20: 
CIRCULAR DISH. Bacile. On a central medallion, surrounded by 
a slightly raised ruby edge, is the profile bust of a young woman looking to 
the left. A cap is on her head, the hair gathered in a band over the ear, from 
beneath which falls a curl; a veil or hood covers and falls over the back from 
F 2 
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the head, a laced bodice, and a scarf over the shoulder. This centre is 
surrounded by a border of reticulation and rays; in the caveffo is a continuous 
wreath formed of flower-shaped depressions filled with golden lustre; the rim 
is covered with rays serrated on one edge and alternating with ruby flowers. 
Outlined in blue, filled in with ruby and golden lustre. Reverse, concentric 
circles of lustre on the pinky-white enamel which covers the whole piece. 
Gubbio. About 1510. D.14$ in. (See Pl. XII.) 

A brilliantly lustred example, perhaps by the same hand as No. 425, but undoubtedly 
enamelled with stanniferous glaze. 

Cadzn 

TAZZA or SCODELLA. On a small central medallion, grounded in 
lustre, is the profile head of a woman looking to the left, clad in ruby. The 
rest of the surface is covered with an arabesque diapering of foliated scrolls 
outlined in dark blue, with blue rosettes, and filled in with ruby and golden 
lustre on the creamy-white ground of stanniferous enamel. Reverse, scrolls 
in lustre. Gubbio. About 1510-15. D. 84 in. 

Perhaps an early work of the M®. Giorgio dofega, or by his predecessor at Gubbio. 


Cr 2s. 


VASE. Cylindrical, with two loop handles; the body is ornamented 
with alternate double flowers and depressed flutings, outlined in dark blue and 
filled in with golden and ruby lustre; a leaf moulding on the shoulder is 
painted in gold between concentric blue lines ; the contracted base has similar 
lines in blue alternated with ruby, and a row of golden spots. The handles 
are dashed with gold lustre. Gubbio. About 1510-15. H. 7% in., D. 54 in. 


C. 429. 

LARGE TAZZA or FRUTTIERA. The entire surface is covered with 
the subject of Hercules slaying the hydra, and landscape background, outlined 
in dark blue, shaded with a lighter tone and a brown, the high lights touched 
with white, the grass with green, and the whole enriched with gold and ruby 
lustre. Reverse, concentric bands of diapering between lines in ruby and 
golden lustre. Gubbio. An early work by M®. Giorgio, about 1515; but not 
signed. D.123in. (See Pl. XII.) 


The group occupies the foreground. Hercules, nude, with the exception of the 


Pi Av ges cit 


PLATEAU. GUBBIO 
Early XVI Century 


TAZZA. HERCULES AND THE HYDRA. BY M. GIORGIO 
Circa 1535 
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lion’s hide which, covering his head, falls behind his back and round the waist; he 
holds the hydra by the neck with his left hand, while with his right he brandishes the 
club, a rough branch burning at the end. He has severed some of the monster’s heads ; 
blood, rendered in ruby lustre, flows to the ground and spots are on the hero’s 
thigh. Behind him a river runs into an arm of the sea with mountainous coast and 
wooded shores; towns in the distance and a ship on the sea. 

The execution is very careful and minute in the details; the drawing somewhat 
hard, perhaps from a design by Pollaiuolo. ‘ 

The ruby and golden lustre have been artistically applied and subdued to har- 
monize with the blue tone of the picture, and the firing has been successful. 

A smaller tazza by the same hand and. after the same design, but less ably 
executed, is in the British Museum. 

CG. 430. 

SAUCER oR SCODELLA. In the centre is a square panel grounded 
in dark blue and framed in white, on which is the profile bust of a saint 
to left, dressed in a golden tunic with ruby mantle, holding an open 
volume, and having a large golden nimbus over his head. On either side 
dolphins with foliated termination and flowers painted in blue on a golden 
lustre ground; above is a basket containing ruby lustred fruit standing 
on a plinth on which is the date 1520; below, a cherub’s head, from whose 
wings a fall of ruby drapery is hanging; and again beneath is a blue ribbon 
on which ama idio com Tutto el co" is inscribed in golden lustre. Reverse, 
concentric lines of the richest coppery ruby lustre on the creamy enamel. 
Gubbio. By NM? Giorgio. Dated 1520. D. 47% in. (See Pl. XIII.) 

This little gem of lustre is painted in that lighter blue which it is assumed it was 
Me. Giorgio’s habit to use about that period. The ornamentation is elegant and the 
lustrous enrichment of remarkable brilliancy. A piece of somewhat similar style was in 


the late Mr. Uzielli’s Collection, No. 124. This choice piece was given to me by the 
late Mr. and Mrs. Robert Hollond of Stanmore Hall. 


OVE RE 

TAZZA OR FRUTTIERA. The central subject, on a circular panel 
surrounded by a white edging, is that of the decollation of St. John the 
Baptist. Herod sits at table with three guests; to the left, under an archway 
through which a landscape is visible, Herodias’ daughter stands on a step 
of the dais in the act of preferring her request; she is clothed in ruby lustre ; 
behind, to the right, the upper part of the body and severed head of St. John 
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ESS 
are seen under a doorway; the executioner stands in front, in the act of 
sheathing his bloody sword. On the white edging are ornaments and the 
inscription IO: BATISSTA: 
in golden lustre. The border 
of dark blue ground is or- 
namented with four armorial 
shields, each between two 
winged monsters with beard- 
ed human heads and foliated 
termination, which twine 
round and sustain the white 
edging of the central picture ; 
their bodies are yellow, stip- 
pled with ruby and gold, the 
wings blue and purple, the 
tails blue. The whole is 
richly and minutely touched 
with lustrous tints of great 


brilliancy. The armorial 
shields are those of Crivelli 
and Sforza, both of Milan. Reverse, concentric foliated lines and scroll-work 
in ruby and gold ; in the centre the signature and date. Gubbio. The painting 
ascribed to Nicolo da Urbino, the lustre to M®. Giorgio, 1526. D. 103 in. 
(See Frontispiece.) | 

This piece is of great excellence, and interesting as the hitherto first recognized 
work of Nicolé da Urbino, enriched with lustre at Mo. Giorgio’s Joga in Gubbio. 
A large dish in the British Museum, attributed to Nicold da Urbino, has a border of 
similar design; it is not lustred. 

CaA32. 

PLATE. With sunk centre, ¢ovdino. In the centre a shield of ‘arms, 
those of the city of Perugia (?), azure, a dragon rampant or. On the border 
cornucopias surmounted by dragons, &c., and below a cherub’s head, beneath 
which a fire is burning. The whole outlined in blue and touched with 
ruby and gold lustre on a ground of the same. Reverse, concentric lines 
of lustre. Gubbio: dotega of M°. Giorgio. About 1525. D. 82 in. 


PASAT Exot 


= io pe 


TAZZA. HEAD OF A SAINT. M. GIORGIO. GUBBIO, DATED 15, 


" bas f ad coke i oe 


TAZZA. THE YOUNG ST. JOHN. GUBBIO 
Circa 1536 
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C. 433 

TAZZA OR SCODELLA. The surface covered by a figure of St. John 
the Evangelist standing between two pilasters; mountains and the sky are 
seen beyond. He is clad in a yellow tunic diapered with golden lustre, his 
mantle is of ruby; he holds an open volume in his left hand, pointing 
to it with his right; a ruby hoop nimbus is above his head, and a long 
ruby cross rests beneath the arm upon the right shoulder. Reverse, ruby 
and yellow scrolls, and in the centre the date 1533. Gubbio: dotega of 
M°. Giorgio. D. 83 in. 

Probably one of a series. The colouring is powerful, the effect being heightened 


by a cloudiness which may have been caused by smoke adhering when in the rever- 
beratory furnace. 


C. 434. 

PLATE. With deep centre, zondino. In the centre a figure 
of Cupid holding a bow in the right and a quiver in the 
left hand; painted in an outline and shading of olive grey 
heightened with white on a ruby ground. The border of 
Greek honeysuckle and foliated scrolls reserved on the blue 
ground and filled in with lustre. Reverse, Gubbio scrolls and 
the mark N in ruby. Gubbio or Sta. Natoia. About 1535. 
D. 9¢ in. 


C. 435. 

TAZZA or SCODELLA. In the central medallion a half figure of the 
young St. John in low relief and outlined with blue, the hair and dress in lustre ; 
a cypress tree also in lustre is behind him, and he points with his right 
hand to the cross in his left, on which is a golden ribbon inscribed ECCE - 
AGNUS - DEI - Round the border are eleven raised pointed oval 
bosses of brilliant gold lustre, outlined with blue and surrounded by a white 
border ; between them foliation, &c., in blue touched with lustre. Reverse, 
Gubbio scrolls in lustre. Gubbio. Perhaps by M®. Prestino. About 1536. 
D. 7¥ 1a. (oee,PL XIII.) 


An unusually brilliant specimen of the lustrous gold. 
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C3430, 
TAZZA OR FRUTTIERA. In the centre two hands are joined beneath 
a ducal coronet and two roses; flames of fire beneath. The border of 
pear-formed raised bosses between foliation and flowers. The whole is outlined 
in blue and shaded in a paler tint filled in and heightened with weak 
lustre. Gubbio or Diruta (?). About 1535. D. 103 in. 


C. 454. 
TAZZA~OR PRUUTIE RAGS Watn 
low foot. Subject, Constantine and his troop 


M 


wr) 


\ 


met by the angel at the Milvian bridge, 
who points to the rayed and fiery cross in 
the sky, holding a ribbon inscribed IDE - 
Is} CVM.- VICTORIES | Onehis banner 
is the cross and IN - HOC - SIGNO - 
VINCES. Reverse, foliated scrolls in ruby 
and gold and the date and mark. Urbino, 
lustred at Gubbio. 1543. D. 10} in. 


Coarsely painted and feebly lustred in pale 
ruby and gold, 


CASTELIMDURAN LE: 


C. 474. 

PLATE. Confettiere. With deep sunk centre. At the bottom of 
the central well a bull is depicted lying in a landscape; round the sides 
lace-like rosette ornament in déanco sopra bianco. The wide rim is entirely 
occupied by a scene from the Calumny of Apelles after Lucian, adapted 
from the picture by Sandro Botticelli in the Uffizi at Florence. With 
architectural background. Reverse plain. Castel Durante. By Nicold 
Pellipario. About 1515. D.11in. (See Pl. XIV.) 


This beautiful piece is one of the service of which several are in the Correr 
Museum at Venice, and which have been described by M. Emile Molinier in his paper 


: 
= 


PAT ES IY, 


PLATE. THE CALUMNY OF APELLES. ASCRIBED TO NICOLO PELLIPARIO 
Circa 1515 


TAZZA, YTIBERIUS RECEIVING TRIBUTE. BY NICOLO DA URBINO 
Circa 1525 
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‘La Faience a Venise,’ published in L’Art, vol. xliii. No. 563. (See also South Kensington 
Museum Catalogue, pp. 484-529.) The subject was thought to be one of the series of 
the story of Midas: we are indebted to Dr. von Falke of the Berlin Museum for the right 
attribution, which he reminds us is also depicted on a fine Faenza dish in the Ryks 
Museum at Amsterdam, published by Dr. Forster in the Jahrbuch der KGnigl. Preussischen 
Kunstsammlungen 1894, p. I. 


C7437, 

DRUG POT. Alvarello. Decorated in five belts of ornament divided 
by orange and yellow concentric lines. That in the middle has scroll 
foliage and fruit in green and blue on orange ground; above it grotesques, 
monsters, cherubs, masks, &c., on blue ground, and a yellow medallion with 
portrait head within a wreath; below are ¢rofed on blue; a green wreath 
on the shoulder. Castel Durante. About 1555. H. 12 in, D. 7 in. 


C. 438. 


DRUG POT. Albarello. Decorated with boldly drawn grotesques 
in grey and white on a dark blue ground; at the back is a panel separated 
longitudinally from the rest, on which is a large S-formed foliated scroll 
encircling two rosettes. On the front is a yellow medallion, bearing 
a profile male bust and surrounded by a green wreath ; another, with orange 
fruit, is round the shoulder. Castel Durante. About 1555. H. 12 in., D. 7 in. 


One cf the pieces of this service now in the Museum at Sévres is inscribed 
Fato in tera Durantin apresso a la cita @Urbino. Another of the set, in the Hétel 
Cluny, bears Ju Castello Durant a preso @Urbino mighe 4, 1555. They were the 
furniture of a spegderza in Sicily, and brought from thence by M. Signol of Paris. 


C. 439. 

PLATE. Taglera. Subject, a bull led by three younger and an elder 
personage; a rocky landscape with trees, beneath one of which a stag is 
reclining. Reverse, concentric lines and-edge in yellow with the inscription 
gioue honuer fo intoro. Castel Durante (probably). About 1550-60. D. 12 in. 


Remarkable for its brilliant glaze; other pieces by the same hand are in 
collections. 
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. 5O7: 
TAZZA OR FRUIT TIERA. 
Subject, the Flight into Egypt. 


4 
& ee iz ; oy saber 
e y Za & 2 Mary with the Babe is riding on 
BE P| oa an ass led by Joseph, who wears 
= 4 P 
U A Bg a yellow tunic and purple mantle ; 
i d i she is habited in a white scarf 
S BD | and blue mantle; a cow walks 
= == — a j J... 3 || at the side; a city in the distance ; 
B Ff je= 2 weed cherubs in the clouds above. Re- 
f a verse inscribed in yellow ‘1526 in 
7 ss Castel Durante. (See Pl. XV.) 
Zz a = “ 
a tim Tr f ~- Figured by Delange, Plate 68. 
Wei? 2.785 ail From the collections of Prince Napo- 
a ld ; 
leon and of Signor Castellani. 


C.. 440. 

TAZZA OR FRUTTIERA. On low stem. Marbled on the face in green, 
brown, and creamy white, the edges slightly scalloped. Reverse, marbling 
in grey, brown, and creamy yellow. Castel Durante (?). About 1550-60. 
Do79 An. 

Cio5i4. 

TAZZA OR FRUTTIERA. On low foot, with scalloped edge marbled in 
green, white, and yellow, covered with a rich glaze. Castel Durante (?). About 


1550-60. D. 9 in. 


C. 441. 

SAUCE BOAT. Formed as a scalloped shell, moulded at the back 

to fashion a mask, and placed upon an inverted shell which forms the foot. 
Castel Durante (?). 


Entirely marbled in brown, green, yellow, grey and white. 


About 1550. L. 6 in, W. 4 in. H. 3@ in. 
Wares of this character are said to have been also made at Montelupo. 


AZZA. THE FLIGHT INTO EGYPT. INSCRIBED ‘7m Castel Durante, 15267 


PLATE, HERCULES AND THE HYDRA. siGNED ‘Jn botega di M. Guido Durantino 
in Urbino, 15357 
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URBINO. 


C. 442. 

TAZZA OR FRUTTIERA. Subject, Tiberius receiving tribute. The 
emperor is seated on a throne, a young and an elder man are at his right; a 
soldier leads before him a grey horse ridden by a prisoner whose hands are 
tied behind him; part of a large building and landscape distance. Reverse, 
concentric lines in yellow and the legend Chomo Tiberio fe tributaia tutta 
Lasia. Urbino. By Nicolo da Urbino. About 1525. D. 10% in. (See Pl. XIV.) 


From the Bernal Collection. 


C. 508. 


PLATE. Tondino. Subject, Hercules slaying the Hydra with a flaming 
club. Iolaos applies a torch to the monster; the king of Lerna, seated, looks on 
from a rock above; a city is seen in the distance. At the side is a shield 
of arms, those of Duke Anne de Montmorency. Reverse inscribed Hercole 
amazza Lydra, in Botega di M°. Guido durantino in Urbino, 1535. Urbino. 
Guido Durantino. 1535. D. 122 in. (See Pl. XV.) 

Other pieces of this service are in collections ; one in the Soane Museum; one in the 
British Museum; others in Paris. This was formerly in Prince Napoleon’s Collection. 
Figured in Delange, Pl. 72. The armorial bearings are, or, a cross moline between 
sixteen eagles displayed sable or azure (?); the shield is suspended from a ducal 
coronet. 


C. 443. 

PLATE. Tagliera. Entirely covered with the subject of the Rape of 
Proserpine. Pluto, in a car drawn by two horses, is driving towards the fiery 
gate carrying Proserpine in his arms; nymphs flee away on the hill above, 
another is reclining near water in the foreground. Landscape distance, a 
town, &c., seen beyond a lake. Reverse, concentric lines in yellow and the 
titular inscription // Rate de proserpia. Urbino. Perhaps by the hand of 
Guido Fontana. About 1540. D. 10% in. 


A good example by a clever painter. 


C. 444. 
PLATE. TZagliera. The subject is the transformation of Actaeon, who 
in stag-form is pursued by two dogs. Diana and two nymphs are in the 
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water to the left of the composition; the sea and landscape with a town 
and mountains. beyond. Reverse, concentric lines and the name AZeone. 
Urbino. Perhaps by M°. Guido Fontana. About 1540. D. 9} in. 


C. 445. 

PLATE. Tagliera. Subject, the Bull of Perillus, covers the surface. 
The bull is in the centre before a triple arched wall, men on the right and 
left urge the fre beneath, bring wood, &c.; on a raised stage the warrior- 
clad Phalaris is seated; above, Jupiter and his eagle are seen in the clouds; 
beyond is a hill crowned with trees, and in still further distance a town, 
mountains, water, &c. Reverse, yellow lines, the titular inscription Perzl/o 
and a shield of arms probably of the Lancerini family, or of the Pucci. 
Urbino. Ascribed to Orazio Fontana. About 1540. (See PI. XVI.) 

This piece is rich in colouring and pictorial effect, and is characteristic of the 
manner of Orazio Fontana. 

C. 509. 

TAZZA OR FRUTTIERA. On circular foot with fluted edge (scannellata). 
Subject, a Bacchic group in the foreground of a landscape, the sea with a 
town on the hilly coast beyond. Reverse inscribed Zrzofe di baccho. on the 
pinky-white enamel. Urbino. About 1545. D. 113 in., H. 3 in. 

Cleverly painted by an artist of the Fontana fabrique and ascribed to Orazio by 
Signor Castellani, from whose collection it passed into that of the late Sir W. Drake. 


C444: 

PLATE, With sunk centre, zondino. In the middle is a shield of arms 
surmounted by a processional cross. They are those of the Pesaro family 
at Venice. A half-nude female figure, seated on a flat tray or shield, holds 
a mirror in her left, a flaming torch in her right hand; she is dragged by 
two cupids with a cord fastened to the disk or shield. Richly coloured and 
heightened with ruby and gold lustre, Reverse, lines and scrolls of lustre 
and the legend zs35 Quel ¢ prudete su chor ha piu forza. F.X. Urbino. 
By Francesco Xanto. D. 7 in. 


Cr4aAa7, 
TAZZA OR FRUTTIERA. On low foot. Subject, Jupiter hurling a 
thunderbolt at Dionysius of Syracuse, painted on a yellow ground. The widow 
of Dionysius and two females are on his right; Cupid, on the left of Jupiter, 


\ 
« 
Y a 
‘ Mi 
. 
/ ~: ’ Z 
vi = 7 
¥ 4 
> “ 
; oe 
* ‘ +o 5 re 
ee ‘ a — 
+ 
7 , ’ 
) “< re » 
iy 
‘ 4 ra , he Nag *J 
‘ , - : > 
; “ ‘ i : ] as Ee 
bs ; : f sey | 
“Be ay, ; — 
n “ "| iP 4 £ ity a 75 
a Gr % e 7 aa 
eS | | ie eo 
_ : | 3 <n ee 
i) } = ; Wen Ot 
, 7 _ < a 


_ 
S 
= 
3 
, 
7 
de 
7 


aa. 


PID Asem! 


PLATE. THE BULL OF PERILLUS. ASCRIBED TO ORAZIO FONTANA 
Circa 1540 


CIRCULAR DISH. THE FLIGHT OF XERXES. SIGNED coe 1537. BY FR. XANTO 
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surrounded by clouds. Reverse, the date and legend 17537 Lalta visid 
almera a Sirvagusa. Urbino. By Francesco Xanto. D. 11 in. 


One of Xanto’s carelessly painted pieces. 


Ca 440. 

Poko CIRCULAR “DISH: Subject, the. flight of Xerxes, who, 
crowned, is seated in his barge accompanied by warriors and attendants; 
others flee away on shore, while nude figures are engaged in fishing, poling, 
&c., in the foreground, where beneath a bridge, a dolphin dashes through the 
water. Landscape background; Jupiter is seen in the clouds above. 
Devices or monograms are on the shields, and on the black side of the 
batge is inscribed XERSES - PERSAN - REX - (See Pl. XVI.) Reverse, 
titular inscription and date. 

1537: 
Fuggie Xerse pauroso t picciol Legno 
Solcando il mar a& Abido tremebodo 


N6 gli reuscéda t armi il suo disegno. 


Tyee 
R. 
Urbino. By Francesco Xanto. 1537. D. 16 in. 


A piece of important size from the Count Gherardo Prosperi Collection at Ferrara. 


C. 449. 
PLATE. Taglera. Subject, 45 


Picus and Circe. He, mounted on 
a grey horse, with spear in hand 
and dog at side, follows the boar 
into the wood, but is met by the : : 
nymph holding flowers, some of DE pee ET Ci roe 
which she lets fall from her lap. 
Landscape background. Reverse, 
1535 De Pico et Circe and mark. 
Urbino. D. to} in. 

~ Seemingly the work of a young 
hand. 
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C. 450. 

PLATE. Taglera. Subject, 

St. Luke seated on clouds, the bull 

at his right hand. The figure is 
relieved upon a yellow ground ; blue, 
yellow, and brown clouds surround 

him. He holds his gospel on his lap 

and with the left hand, the right is 
raised. On the reverse 1543 San 

G6 Luca, in Urbin Pie Feo, YD, of in. 


, fn Bebe 
in Won aay ; e Perhaps by the same hand as No. 449, 
a eI VEE Re = i 
s= & ee but better painted. 
Cra aie 


TAZZA OR FRUTTIERA. On low stem. Subject, the fall of Phaeton. 
Above and among the clouds the horses and chariot of the sun are seen falling, 
Phaeton vainly trying to guide them. Below he is seen kneeling for pardon 
before Phoebus, who is seated enthroned beneath an arcade. Landscape distance 
with buildings, &c., and the river-god Eridanos is seen reclining. Reverse 
inscribed &@ Phetote F. L. Urbino. By Francesco Durantino. About 1545-50. 
Derren. 

A good and characteristic example of that artist's work, painted in a rather 


weak manner and with much yellow. 


C. 452. 

TAZZA OR FRUTTIERA. On low stem. A three-quarter bust portrait 
of a young lady in yellow dress laced over a white chemisette with worked 
collar. Her yellow-coloured hair is gathered in a green cap; on a ribbon 
scroll the name IOROLIMA - BELLA - The figure is relieved on dark 
blue ground. Reverse plain. Urbino. About 1545-50. D. 8% in. 

Perhaps by the same hand as Nos. 449 and 450. 


C. 453 
SAUCE BOAT. An acanthus leaf, beneath which an inverted scallop 
shell acts the part of foot, supporting a larger shell rolled into volutes behind 
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and overlapped by the acanthus between them; inside, at the bottom of 
this shell, is a marine monster with dolphin head, the fins and back acanthus- 
formed, whose open mouth acts as a spout. Externally the leaf is coloured 
yellow and blue-green, the shells brown and white. Internally the fish is 
of yellow and bluish green, spotted black, the sides of waved blue to 
represent water, the spout and volutes brown. Urbino or Pesaro (?). About 
7540-50. H. 44 in., L. 7}\in., W. 5% in. 


A finely modelled piece of the best time. 


C. 455. 

PLATE. With deep centre, fondino. Subject, St. Johnat Patmos. He is 
seated in a landscape writing his gospel, the eagle at his side; in the sky is an 
angel. The wide border is covered with grotesques, cupids, masks, birds, 
animals, &c., between two belts of ornamental bordering on the white ground. 


Reverse, concentric lines of orange and yellow. Urbino. About 1545-50. 
Pier in. (see Ply XVII.) 


C. 456. 

CAUDLE CUP anp COVER. At the bottom inside is a half-nude 
female with her child, surrounded by corded moulding and a belt of grotesques ; 
outside grotesques, bead and button edging, and all on white. The cover 
externally has a seated cupid in the central medallion, grotesques and corded 
bordering ; internally a medallion with cupid standing, and a belt of grotesques 
between corded dividing and bordering lines. Urbino. About 1545-50. 
H. 3% in., D. of cup 6 in., of cover 73 in. 

A finely painted piece by the same hand as No. 455, which may have been its 
sotto-coppa. 


C. 457. 

PATERA oF A TAZZA. The foot restored. In the central medallion 
is a shield of arms supported by two cupids and surmounted by a mitre 
(Piccolomini?) ; it is surrounded by a belt of ably executed grotesques, all on 
a white ground of great purity, with yellow bordering mouldings. Reverse, 
a concentric belt of grotesques, yellow edging, and green and yellow mouldings. 
Urbino or Ferrara. About 1579. D. 93 in. 
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CaA GO: 
PATERA oF A TAZZA. The foot restored. Companion to No. 457, 


similarly ornamented and with the same central shield of arms. Urbino 
or Ferrara. About 1579. OD. 94 in. 


Attributed to the same painter as the service on which the device of a flame with 
the motto Ardet efernum is seen (South Kensington Museum Catalogue, p. 579). The 
stems and feet are modern, made by Cantagalli of Florence. 


C. 459. 
SAND BOX or ANINKSTAND. Of angular form with loop for detach- 
ment. ‘The sides painted with grotesques on the white enamel: the top coloured 
green and pierced with holes. Urbino. About 1560-70. L. 53 in., H. 2% in. 


By another hand, differing in manner from the work on Nos. 455-6 and from 
457-8. 


C. 460. 


LARGE BASIN. With serpent handles. The entire inner surface is 
painted with the subject of the gathering of the manna; round the rim a double 
moulding. Externally, beneath the foot a marine monster is sporting in the 
waves; on either side are medallions with scroll framing supported each by two 
cupids; they are painted with nude female figures zz camaieu on black ground ; 
falls of flowers and scroll-work masks are about the handles. Urbino. By 
Alfonzo Patanazzi. About 1590. H.6 in., W. 18in. (See Pl. XVII.) 


A remarkably good example of the master. 


CAwon: 


LARGE CIRCULAR DISH. The surface covered with a picture of 
Neptune in his car passing by Galatea in hers upon the waves in which 
tritons, dolphins, &c., are sporting. To the left in front is a dolphin ridden 
by Cupid. An island with mountains and buildings is in the distance, 
and cupids are flying in a golden yellow sky with clouds above. Reverse 


inscribed Notwio e Galatea. Urbino. By Alfonzo Patanazzi. About 1595. 
DD. SEs sin: 


PEAR Email 


PLATE. ST. JOHN AT PATMOS. URBINO 
Circa 1550 


pe : Sasa me a 
BASIN. BY ALFONZO PATANAZZI, URBINO 
Circa 1590 
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Cy 403: 


SHALLOW BASIN. Bacinetto. Subject, Syrinx transformed into a reed. 
Nymphs and Cupid are about the reedy Syrinx, who looks disdainfully on the 
baffled Pan. Mountain distance. Reverse, blue, orange, yellow and black con- 
centric lines and titulary inscription DISARIGA - MVTATA - INCANA .- 
Urbino. About 1600. D., 12 in. 


Painted somewhat in the manner of but not by A. Patanazzi. Perhaps of the later 
Fontana fabrique, by Guido the son of Camillo Fontana, who died in 1605 (see South 
Kensington Museum Catalogue, p. 344). 


C. 403. 


SHALLOW BASIN. Bacinetto. Subject, four gentlemen habited in 
French costume of the later 16th cent., seated at table with cups in hand, 
oranges upon the cloth. At the side are two musicians, one playing guitar, the 
other the flute; a curtain hangs from a tree above; landscape distance. Reverse, 
concentric yellow lines. Urbino. About 1600, D. 112 in. 

The subject is doubtless part of the history of the Prodigal Son; one represent- 
ing his departure on horseback is in the British Museum, the gift of Mr. Salting. These 
pieces are supposed to be by Urbino artists working at Lyons, but the titular inscrip- 
tion in Italian on No. 462, which may be by the same hand, does not confirm that 
conclusion, 


Sue vbis. OF Tir -CHiueRCEn: 


LORE LO, 


C. 464. 


CUP. The inside painted with a group of the Madonna and Child. The 
Santa Casa is behind her, on yellow ground with blue clouds above. On the 
outside, between two concentric belts of blue, is the inscription CON - POL - 
ET - AQVA - DI-S- CASA Portion of the seal of the monastery is 
beneath. Loreto or Castel Durante (?), 16th or early 17th cent. D. 43 in. 


Th‘s is one of the old cups obtained by pilgrims at the Sanctuary. 
G 
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ROME. 
C. 465. 


VASE AnD COVER. Oviform, with double serpent handles above lions’ 
masks and domed cover with knob. 
The white ground of the front is 
painted with grotesques, among which 
is a long central label, not inscribed ; 
beneath this is an oval framed in 
strap-work scrolls with masks, &c., 
and held by a cupid at either side; 
it isinscribed. The back is painted a 
foglie in blue with a central label not 


inscribed ; the cover with grotesques, 
yellow knob, edging, &c. Rome. 
1600. H. with cover 143 in., D, 12 in. (See Pl. XVIII.) 


Cx 466. 


VASE ANDCOVER. The companion to No. 465, similarly decorated except 
that the oval is inscribed, and above 
it is the head of a buffalo in black. 
Rome. 1600. 


These vases prove the existence of 
a fabrique at Rome kept by a Durantine, 
Me. Diomede, at which Paulo Savino was 
a leading painter in r600. Others of this 
set of pharmacy vases exist; two were in 


the Castellani Collection. 


PLATE XVIII 


VASE. CASA PIROTA. FAENZA 
P Circa 1520 


PLATE. SHIELD OF ARMS OF (?) ALTOVITI AND SODERINI. CASA PIROTA, FAENZA 
Circa 1520 


ola te SOR STHESCHURCH a3 


VOLPATO WAKE: 


Go 467% 


VASE, of fine white earthenware. Oviform, on circular foot, with square 
_ plinth beneath and rising above into a neck, enriched with acanthus in relief, 
with lip and fluted domed cover and knob (fixed). A belt of Greek honey- 
suckle ornament on the shoulder is covered on either side by a terminal winged 
female figure in full relief; these form the handles, and behind each is a square 
socket for inserting a branch. A fall of drapery hangs between the figures and 
is held by their hands: acanthus leaves encircle the lower part of the body at 
its junction with the foot, the stem of which is fluted ; cinquefoil rosettes in relief 
are on each projecting angle of the plinth. The form is copied or adapted from 
a Chelsea model. Rome. By Volpato. About 1820. H. 123 in., D. 63 in. 


C. 468. 


VASE. The companion and similar piece to No. 467. A third piece of the 
same model is in the South Kensington Museum. 


C. 469. 

PLAQUE, of fine white earthenware. The Virgin and Child with the 
infant St. John in low relief; the Child is sleeping supported by his mother 
on a pedestal, landscape beyond and angels in the clouds scattering flowers. 
Rome. Volpato. About 1795. H. 6} in., W. 5¢ in. 


An elegant composition, cleverly modelled and in its original carved and gilt wood 
frame. 


Cea 70: 


STATUETTE of St. Joseph, in the round, full length, draped in heavy 
folds, which fall upon the ground behind to his‘ left. He holds the Child 
carefully on his left hand, supporting him by the right and listening attentively 
to his words. Rome. Signed on the base VOLPATO - ROMA : (impressed). 
About 1800. H. 10% in., W. 5% in. 


Broken, the right arm and feet of the Child wanting. 
G2 
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C4 ie 


STATUETTE of Melpomene after the antique marble in the Vatican. In 
artificial biscuit porcelain, On the front of the square base MELPOMENE; on 
its side G» VOLPATO - ROMA - (impressed). About 1800. H. 11 in., W. 6 in. 


This and the two following figures being of biscuit porcelain are wrongly included 
in this division, but it is thought better to keep the wares of Volpato together. 


Cir472; 
STATUETTE of St. Francis. Kneeling before a rock on which his book 


is placed, his arms crossed over the breast, a scourge on the ground. Rome. 
Volpato ware. About 1802-5. H. 4} in., L. 47 in., W. 3@ in. 


C. 473. 


STATUETTE of St. Dominic(?). Kneeling before and resting his arms 
and head in prayer upon a tree stump: a skull and book at his feet. Rome. 
Volpato ware. About 1802-5. H. 43 in., L. 43 in., W. 38 in. 


These two figures are finely modelled but imperfectly baked. 


THE MARCHES. 


FAENZA. 
Colas 


PLATE. Confettiera. In the central medallion is a figure of Cupid 
riding a hobby horse, a stick with lion’s mask knob; he holds a switch in his 
left hand; landscape distance. Wide border of grotesques on dark blue 
ground with flowers, vases of fruit and three cherubs’ heads, each having 
a dolphin on either side. Faenza. About 1520. D.gin. (See Pl. XX.) 


A lovely plate painted with great delicacy and richness, the gift of my old friend 
Mr. now Sir A, Wollaston Franks, F.R.S., on April 12, 1887. 
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PSA a Exe xox 


CUPID RIDING A HOBBY-HORSE. FAENZA 


Circa 1520 


s+ Je Bets 
F Ee Po 


lee aint Sat hoe ‘ 
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TAZZA. THE TRIUMPH OF TimE. siGNED ‘Baldasara Manara fan’ FAENZA 
Circa 1530 
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WORKS OF THE CASA PIROTA. 


C. 475. 


PLATE. With sunk centre, ¢ondino or confettiera. In the centre is 
a shield of arms, over which is a cherub’s head painted in colour on the grey 
ground, enriched with concentric mouldings and lace-work 
in dianco sopra azzuro and a bordering in dark blue. 
The wide rim is painted zz derettino, with grotesques in 
a lighter tone heightened with white on the dark blue 
ground. Reverse, foliated sprays, &c., in dark blue on 
grey, and the Casa Pirota mark. Faenza. About 1520-5. 
Dro? ina w(See PL XLXS) 


The arms are per pale sable and gules; on the first a fox or wolf rampant argent, 
langued gules; on the second in chief the papal tiara and keys proper; on the field 
three stags’ antlers or; probably those of the Altoviti impaling Soderini. This piece is 
by the same hand as the large plate No. 7158 in the South Kensington Museum (see 
Catalogue, p. 511) and painted with equal care. The rosso dz Laenza is used on the 
stemma, 


Cir476; 

VASE. With oviform body, low foot, and cylindrical neck ; decorated 
in zones of ornament a derettino, divided by dark and light blue and white 
lines. The neck has blue scroll foliage on an orange ground; a narrow belt 
of blue leafage on green is followed by a wide belt of grotescht on smaltino of 
dark blue; a wave of foliation on orange follows, then a wide zone of 
foliated and tendril ornament on dark blue filled in with orange, and again 
a narrow belt of leafage on orange. On the front is a large circular medallion, 
on the yellow ground of which is a horseman in classic dress holding a mace; 


beneath on a ribbon Athbunrv{1a + nva ga + (Athamsia magna). 
Faenza. Casa Pirota. About 1520. H. 132in, D. 10 in, (See Pl. XIX.) 
Carefully painted, probably by the same hand as No. 475. 


C. 477. 


TAZZA OR FRUTTIERA. Moulded (scannellata). In compartments with 
diapering alternately of fish-ending scrolls in white and blue on an orange ground, 
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and yellow foliage on dark blue; the compartments edged with yellow. 
A central medallion, on which a figure of the young St. John is painted on 
yellow ground. Reverse, yellow, blue and orange concentric lines, Faenza. 
About 1520-30. D. 10 in. 

C.478; 

TAZZA oR FRUTTIERA. Moulded in compartments (scannellata) of 
angular form, and diapered alternately with foliage and dolphins in white and 
blue on an orange ground, and with flowering leafage on dark blue. The central 
medallion bears the infant Saviour on orange clouds, with blue scarf on the 
yellow ground. Reverse, touches of the brush in blue and orange. Faenza. 
About 1520-30. D. 10% in. 


Companion piece to No. 477, the central figure more carefully painted. 


C. 479. 

TAZZA OR FRUTTIERA (scannellata). The surface, divided into 
compartments, has been decorated in similar manner to Nos. 477 and 478, and 
with central medallion; a fault however has occurred in the glaze, which has 
run and spoiled the piece; it has then been filled with fruit and vegetables 
modelled in the round and coloured to nature. Faenza. About 1530. D. Io in. 


A similar piece is in the British Museum. 


C7480: 


TAZZA OR FRUTTIERA. Wavy lines and sprays of plants in dull 
purple, yellow, blue and green on the white ground: the dish filled in with 
a pile of plums surmounted by an apple moulded in the round and coloured to 
nature. Faenza (?). 17th or 18th cent. D. 9} in. | 


Cero. 


TAZZA. Sprays of flower leaves and insects painted in pale colours on 
the greenish-white ground: the centre filled in with a pile of walnuts modelled 
and coloured after nature. Reverse plain, with mark C. N. in blue. Faenza 
or Imola (?) or perhaps German Strassburg (?). Late 17th or early 18th cent. 
D. 9# in. 


Seemingly of the same ware as No. 480. 
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TAZZA. DANCE OF CUPIDS. AFTER THE PRINT BY MARC ANTONIO (BARTSCH, 217); 


BUT ALTERED IN THE BACKGROUND. FAENZA OR CASTEL DURANTE 
Circa 1525 
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CyAsit 
SAUCE BOAT. In form of a bath in which a nude female reclines; 
she holds a scarf, which with the hair and tiara are coloured yellow. The 
rest is outlined in manganese and shaded in dull blue, Faenza or Imola (?). 
Late 17th or early 18th cent. L. 8} in., W. 4} in. 


WORKS OF BALDASARA MANARA. 


CrA82. 

TAZZA OR FRUTTIERA. The surface entirely covered with a painting 
representing the Triumph of Time. Time, an aged monk-like and winged 
figure supporting himself on crutches, is drawn 
by two deer attached to a raised pedestal- (p 
formed car. A crowd of figures surround, a ala a ty 
among whom is Hercules. Landscape distance 
with blue mountains, a castle, &c. Reverse, 


yellow scale-work and the signature. Faenza. W144 ¥y i 
By Baldasara Manara. About1530. D. 11 in. aval 


hsce Pl OX) 
The painting of this, the typical and most im- Cee 
portant known piece by the master, is carefully Vv Y 


executed, although his colouring is not too well 
harmonized, a brilliant green predominating; the 
figures are fairly well drawn, better than the land- 
scape. It is one of a service, others of which are also signed. 


Cr483: 


TAZZA OR FRUTTIERA. Subject, Caesar receiving the head of 
Pompey (?). An armed warrior seated on a high dais surrounded by his officers, 
others are behind; an aged man kneels before him presenting a severed human 
head upon a plateau; Caesar starts at the sight, lifting up his hands. Landscape 
background with a castle, &c. Reverse, yellow imbrication and the signature 
Baldasara Manara. Faenza. About 1530. D. 9? in. 


Another piece of the same service as No. 482. 
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OS aaa ae 
| C. 484. 

TAZZA oR FRUTTIERA. Subject, Diogenes warning Alexander. The 
philosopher comes out of his tub on the right, Alexander with his horsemen 
approach on the left, a shield is on the ground painted with a mask. Land- 
scape distance, the sun setting. Reverse, concentric lines in orange and yellow. 
Faenza. By Baldasara Manara. About 1535. OD. 93 in. 


C. 485. 

TAZZA oR FRUTTIERA. Subject, Christ raising the paralytic. A 
crowd surrounds; the columns of a portico are seen behind, a castle in the 
distance. Reverse, reticulation in blue spotted with orange, yellow and blue 
lines. Faenza. Ascribed to Baldasara Manara. About 1535. D. 9} in. 


From the Count Gherardo Prosperi’s Collection at Ferrara. 


C. 486. 

TAZZA OR FRUTTIERA. Subject, a dance of cupids joined hand to 
hand in a circle, their backs inwards; after Marc Antonio’s print varied in the 
background, which here is an arch in a greenish-yellow walling; doors open 
through the side walls. Reverse, concentric lines in yellow and orange. 
Faenza or Castel Durante (?). About 1525-30. D. gin. (See Pl. XXI.) 

This admirable piece of ceramic painting is somewhat in the manner of certain 
pieces ascribed to Castel Durante. It formerly belonged to Count Gherardo Prosperi 


of Ferrara, from whom I purchased it with other pieces. The foot and some slight 
portion of the rim have been filed away to fit it into a frame. 


‘PITTOLI’ OR ‘ FUSCIAROLLI.’ SPINDLE-WHORLS. 


Cir487: 
BEAD or WHORL. Dark brown, with concentric black lines bordering 
the legend MEMENTO - ME. Faenza. About 1525. OD. § in. 


C. 488. 


BEAD oR WHORL. White, with concentric bordering lines and 
MARGARITA. BEILA - inscribed in blue. Faenza. About 1525. D. 45 in. 


PLATE XX] 


VASE. GROTESQUES. BY ‘M. Diomede Durante in Roma MDC’ 


CIRCULAR DISH. A MERMAID, VENICE, DATED 16 OCT. 1540 
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C. 489. 
BEAD oR WHORL. White ground, with bordering lines, &c., and 
ANDREAS BEILA. Faenza. About 1525. D. %, in. 


Caco: 


BEAD or WHORL. Yellow, with belt of lace-work between lines of 
blue. Faenza. About 1525. D. } in. 


C. 509. 

BEAD oR WHORL. White ground, with the name GVLIA-#® in 
blue between corded borders, outside of which is yellow brown. Faenza. About 
1525. D.4 in. 

On either side of the letter B with paraph is the crossed quadrangle, which we 
find as a mark or ornament on Faenza pieces. 

These /usczarolld are all, probably, of about the same date and from the same 
fabrique, which we believe to have been that of Faenza from their character cf decoration. 
They are now very rarely met with in Italy; these were procured at Perugia. 
Sir A. Wollaston Franks had some, which he has presented to the British Museum. 


FORLI. 


Ge 401: 

PLATE. TZaghera. On a central medallion, surrounded by bordering 
in dark blue and orange, is a naked woman (?) or youth dancing and making 
grimace attitudes to a bear, seated on his hind quarters and seeming to look 
aside as ashamed. The wide rim of orange ground bears four medallions . 
in ribbon borders and painted with ideal portrait heads; between them are 
grotesque sea-horses back to back, and between these hourglasses and some 
other object. Reverse, concentric lines in dark blue and orange.  Forli. 
About 1500. D. 10} in. 

Perhaps one of the service made for Corvinus, King of Hungary. A similar piece, 
the colours on which seem to have partially failed in the firing, is in the South 
Kensington Museum, 
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VENETIAN STATE 


VENICE. 


C. 492. 

CIRCULAR DISH. ~° Bacile. In the centre, painted in blue camaieu, is 
a mermaid floating on the sea, holding a horn in her right and a mirror in 
her left hand; buildings are seen on the distant shore. The rim is covered 
with interlacing sprays of flower, fruit, &c., among which birds are sporting. 
The whole painted in blue on a grey ground and heightened with white. 
Reverse, sprays and flutings in blue and the inscription 1540 ADI - 16- DEL 
- MEXE-D- OTVB (what followed is blurred by the running of the glaze). 
Venice. By M®. Ludovico. 1540. D. 14% in. (See Pl. XVIII.) 


C. 493. 

PLATE. Tondino. In the sunk centre a bird among leafy and fruity 
sprays. The rim of similar leafage and scrolls within an edging ; painted 
in blue, heightened with white on grey ground. Reverse, dashes of blue. 
Venice. About 1545. D. 9} in. 


This and the following three pieces may be from the same do/ega as No. 492. 


C. 494. 
PLATE. TZondino. In the sunk centre is a shield of arms. On the rim 
fruity sprays with birds and an outer edging between concentric lines; all in 
blue on grey ground. Reverse, blue sprays. Venice. About 1545. D. 7% in. 


C. 495. 
PLATE. TZondino. Buildings and trees within a double concentric line 
in blue on the light grey ground. Reverse plain. Venice. About 1545. 
D. 7} in. 
C. 496. 
PLATE. Tondino. A castellated gateway and other buildings of a town. 
Reverse, sprays, all in blue on grey ground. Venice. About 1545. D. 7% in. 


VENETIAN STATES QI 


C. 497. 


PLATE. Tondino. Subject, Niobe and her children, some fleecing. some 
fallen beneath the arrows of Apollo, who shoots at them from a yellow 
glory above the clouds. Landscape distance, with water bridges, hills and 
a town. Reverse, plain pale grey. Venice. About 1545. D. 113 in. 


This plate, which is painted in a greenish-yellow tone partly the effect of the grey 
ground, may be by the same hand as the plate, formerly in the Narford Collection, 
figured by Delange at Pl. 80 and inscribed as fatto im venezta in chastello. 


C2408. 


PLATE. Tondino or taglera. Subject, Vulcan forging the arrows for 
Cupid who is twice on the scene, aiding by holding the arrow on the anvil, 
and behind Vulcan carrying a bar of metal. Blue hills, &c., in the distance. 
Venice. About 1546. D. 9} in. 


A boldly painted piece, probably by the same hand as No. 497, with very rich glaze, 
and may be of the dofega of Guido Merlino. 


Co 515. 

CIRCULAR DISH oR PLATEAU. Covered by a landscape with 
architectural background; in front two 
female figures, habited as Roman matrons 
(in 17th cent, manner), are looking towards 
the landscape to the left; Cupid is in the 
act of retarding them; above, Ganymede is 
being carried away by the eagle. In the 
foreground is a group of arms. Painted in 
brown bistre tint, the distant hills in pale blue 
touched with yellow on a pale blue ground. 
Reverse, the mark in the centre, and sprays 


in brown colour. Venice. Late 18th cent. 
D. 183 in. 


Given by my nephew, Mr. John R. Hollond. 


92 ITALIAN WARES 


CANDIANA. 


C. 499. 

FLASK. Globular, with long trumpet neck and central knob; painted 
on the creamy-white ground with carnations in blue, with green stems and 
a small cinquefoil red flower; a vandyke frilling in blue, green and white below 
the knob, and a purple edging round the lip. Candiana. Probably about 1620. 
H. 7} in., D. 34 in. 

The form and decoration imitative of the Rhodian wares. A rare and pretty little 


specimen. 


TRE VISO. 


C. 500. 

CUP AND SAUCER. Tall, without handles, the saucer deeply sunk, 
after the form of some Anatolian pieces. Of a red clay covered with glassy 
black glaze decorated with scrolls of foliage, birds, &c., in gold. Treviso (?). 
TSth “cent. dell. 733 tinea eatin. 

G., 508. 
CUP AND SAUCER. Companion to No. 500, 


GENOESE@S TALES 
SAVONA. 


Cr 502. 


SPRINKLER. A flattened globular body, with long tapering neck 
a. and small opening; decorated with flowers, plants and birds in 
pale blue on the bluish-white ground. Beneath is the mark, 

Savona. 18th cent. 


Of Oriental form, probably made for the Eastern market, 
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Cis5 13: 

VASE. Channelled trumpet mouthed, rising from a flattened globular 
body; at the sides double snaky handles rise from a mask, and curling 
inwards are attached to the lip; a spread foot is below. Painted in blue 
on the white enamelled ground; on the foot winged cherubs’ heads; on the 
body and neck a group of oriental-clad figures on one side; horses and 
Roman soldiers, &c., on the other. Savona. 18th cent. H. 13 in, 
D. 12 in. 

Co 5A. 

VASE. The companion to No. 513. The painted subjects are Perseus 
and Andromeda; a young man shooting and a recumbent female on one side; 
on the other Jonah and the whale; Cupid and two recumbent male figures 
with a horse below. Savona. 18th cent. 


Given by my nephew, Mr. John R. Hollond. 


Nero LET ANS OATES. 


NAPLES. 
Cie S14: 


FRAGMENT or a TILE. Glazed; white ground, with flower in 
middle and lined border in dark dull blue. Naples. Probably middle of 
15th cent., about 1440. 


From the church of S. Giovanni a Carbonari at Naples. 


CASTELLI. 
C503. 
PLATE. In the centre Bacchus seated, with his back against a cask, 
drinking from a vase which a boy supports; Cupid holds him up behind. 
Border of scroll foliage painted in black, dull green, yellow and brown, 


heightened with gilding. Castelli. By one of the Grue family. About 1750. 
D. 74 ine a 
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C. 5c4. 

PLATE. A landscape in the centre. Border of amorini among foliage 
and flowers and two masks, with scroll framing on a pale yellow ground. 
Castelli. :18th cent. D. 72 in. 

CG. 505. 
PLATE. The companion and similarly decorated to No. 504. 


ITALIAN PAVEMENT TILES. 
From the Greville Chester Collection. 
1. TILE. Within a yellow circular band a female bust capped with flowers 
and leaves; she wears a necklet and suspended cross, the angles filled in with 
white flower buds on dark blue. Neapolitan (?). 34 in. square. 


2, TILE. The sun in orange colour on white ground within a yellow 
circular band ; the angles with buds on dark blue. Neapolitan(?). 3 in. square. 


From the old Ashmolean Museum. 
3. TILE. White ground, with scroll-work, &c., in dark blue. Probably 
Italian. 16th cent. 51 in. square. 


Found in Oxford in 1875. 


4. TILE. Fragment. A bird on a mound with circular surrounding 
blue and yellow. Probably Italian. Late 16th or 17th cent. 


VARIOUS ITALIAN WARES. 


C. 506. 

PLATE. Dark opaque blue-glazed ground; in the centre a shield of 
arms (Farnese?) surmounted by a Cardinal’s hat, surrounded by quatrefoil 
rosettes painted in white, touched and outlined with gold and golden sprays. 
On the rim a wreath in gold. Reverse, large petal-like compartments containing 
sprays in white. Italian. Castelli or Venice (?). 17th cent. (2). D. 92 in. 

Would seem to be one of the service (though slightly differing) of which many 
pieces are in the Museum at Naples, and which also slightly vary. On this the fleur- 


de-lis of the shield are gold on a blue field; on the Naples pieces the field is gold, the 
fleur-de-lis reserved in the dark blue. 


PLA Th Exot 


GROUP. ‘LA NOURRICE. .Sitite de Palissy 


PLATEAU. AFTER F. BRIOT. Suite de Palissy 
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Ca 220: 


BROTH BASIN COVER Anp UNDER PLATE of fine earthenware. 
Semi-globular, on concentric foot, with loop handle on either side. Domed 
cover surmounted by a double poppy flower and leaf. The decoration on bowl 
and cover consists of a concentric landscape, with raised rocks and foliage in 
the foreground, among which are birds. On the plate a central landscape and 
birds similarly arranged, and three smaller on the margin. Concentric lines of 
gilding on each piece. Italian (Doccia?). Late 18th or early 19th cent. Total 
H. 5% in. D. of plate, 9} in.; D. of basin cover, 62 in. 


FRENCH WARES. 


ree. DT AL SS. 


(Cs Coni- 


The STATUETTE known as La Nourrice. Group of a woman seated 
and nursing a swaddled baby. She is dressed in a brown petticoat, over which 
is a green tunic or jacket to the feet; in front is an apron of the same colour. 
A white handkerchief over her head and tied behind falls down the back. 
She sits upon a blue and yellow panelled pedestal. French. About 1608. 
Peoun., W. 44 in. (See Pl. XXII.) 

Believed to have been produced at the Fabrique d’Avon near Fontainebleau, where 
une petite nourrice en poterte was made, one of which was given by the petit duc d'Orléans, 
second son of Henri IV, in 1608, to the little daughter of the Duchess de Montpensier. 
One specimen bears the mark BB. This is a perfectly preserved and beautiful example. 


C. 602, 


PLATEAU. Moulded upon the well-known TZemperantia plateau in 
pewter by Francois Briot, but modified in the placement of some of the panels of 
the border, of which there are eight. French. Probably by one of the followers 
and imitators of Palissy rather than by that master, although so believed by 
Jacquemart and some others; by some ascribed to Briot himself. Probably 
about 1600-1620. D.15j in. (See Pl. XXII.) 


A fine example, perfect but for some scratches on the surface. 


96 FRENCH WARES .| 


PIECES ASCRIBED TO BERNARD PALISSY. 


SAUCE BOAT. A shoe-shaped boat of dull blue colour, widening 
to the stern, on the outspreading edge of which are cockle-shells (some shells 
and part of the side broken away). In the boat a nude female lies holding 
a cornucopia of flowers under each arm; flowers are beneath her and in her 
hair. The under side is mottled. French. By B. Palissy. L. 72 in., W. 43 in., 
D. 2 in. | 

The sauce boat figured by Delange on Plate 44 of his folio work? is similar, except 
that the cockle-shells are replaced by scroll-bordered leaf ornaments. 


SAUCE BOAT. Of nearly similar form to that last described; dark 
blue, mottled beneath, the widened edge at the stern ornamented with 
seven scroll-bordered leaf ornaments or shields. In the boat two figures, 
male and female, partly draped, recline side by side, embracing, on a bed of 
flowers. French. By B. Palissy. L. 73 in. W. 4% in., D. 22 in. 


SAUCE BOAT. The companion and of precisely similar size, design, 
and ornamentation. French. By B. Palissy. 

One of like pattern is in the Louvre from the Sauvageot Collection, and is figured 
in Delange on Plate 47. 

These three pieces are of the old Tradescant Collection. 


NEVERS. 


C.7008; 
FLASK or PILGRIM’S BOTTLE. Of dark blue, the front splashed 
with white, the back being without splashing. Nevers. 17th cent. H. 12 in., 
W. 74 in., D. 68 in. 
C. 604. 
FLASK or PILGRIM’S BOTTLE. The companion to No. 603. 


C.x605. 
FLASK or PILGRIM’S BOTTLE. Each side is painted with a bunch of 
flowers and leaves in green on the white ground; the loops and birds coloured 


? Henri Delange, Monographie del’ceuvre M. Sauzay et M. Henri Delange. 100 col. 
de Bernard Palissy, &c. Dessinée par  lith. Folio. Paris, 1862. 
C. Delange et C. Borneman. Texte par 
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green; on the neck leafage and other ornament. Nevers. 17th cent. 
H. 102 in., W. 64 in. 
Cz O00: 
PHARMACY BOTTLE. Dark blue splashed with white. On one side 


a label numbered 86 in the same white enamel. Nevers. 17th cent. H. 10 in., 
W. 64 in. - 
Ce 607. 


PLATE. Dark blue. A branch of yellow stems and leaves bearing 
white and yellow flowers and a stork. Reverse, white flowers. Nevers. 
17th cent. D. 8 in. 


ROUEN. 
Cexi608: 


COMPOTIER or DEEP DISH. The centre is filled with a seated figure 
of St. Mark, draped in a blue dress with a green mantle falling over his 
knees ; a pen in his right hand, a tablet and ink bottle in his left ; the lion’s head 
is seen at his side. The border divided into compartments by a quadrangular 
line fringed outside with yellow ; on each compartment above on blue ground are 
green leaves and part of a purple aster; diapering and flowers between. Rouen 
or Nevers (?). 17th cent. D. 113 in. 


One of a set of four, of which one is in the South Kensington Museum. 


MOUSTIERS. 


C2600. 


VASE AND COVER. Inverted pyriform; on each face is a large panel 
painted, on one a man seated drinking from a flask, on a shield the zodiacal 
figure of Virgo; on the other a half-nude female, winged, with Leo on the 
shield; between are vertical belts of strap-work, with birds, the sun, a cherub, 
&c., all in blue on white ground. The domical knob and cover divided into 
four compartments, filled with flowers and scrolls. Moustiers (?). Early 18th 
cent. Ho? in, D. 4 in. 

H 
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(CAE OTO# 


VASE AND COVER. The companion to No. 609. The panels bear on one 
a half-draped winged female holding a cornucopia—the sign Gemini; on the 
other a man with a sickle and sheaf of corn—the sign Scorpio. Similar 
ornament on the side, varying only in the details. Moustiers (?). Early 18th 


Cents 


GERMAN, STONE WARE. 


C282. 

JUG. Salt-glazed stone ware. Globular, with cylindrical neck and loop 
handle; decorated with conventional flowers and lozenges in dark blue. In 
front a stamped medallion with the letters G. R. and crown, cherubs, birds, &c. 
Rhenish. Early 18th cent. H. 113 in. 


C284. 

JUG. Salt-glazed stone ware. Ovoid body, with cylindrical neck and 
loop handle; the neck purple, the body chequered blue and grey-white. 
In front a stamped medallion G. R. in blue colour and crowned. Rhenish. 
Early 18th cent. H. 6} in. 

These jugs were made at a small place in the neighbourhood of Coblenz; some 
bear the letters W.R. in monogram (WR), crowned, for William Rex; others G.R. for 
Georgius Rex, George I of England, for which market they were made. The stamp 


is still kept at the factory and is marked at the side J.R. for Jeorg=George, not 
Gulielmus as supposed. 


DUTCHEDELE I= 


Ge G14 
JUG. Of flask form, with handle from neck to shoulder. Dark blue, 
painted with sprays of flowers and foliage, birds, and in white after the manner 
of Nevers. Beneath is the mark RJ (that of David Kam 1697?). Mounted 


with a hinged pewter lid, engraved I-C +B. Delft. 17th or early 18th cent. 
H. 88 in. W. 5 in. 


DUTCH DELFT 99 


Cuor 5. 


COMPOTIER. In the form of a duck looking to the right, coloured 
after nature in brown and green with orange bill. Delft. 18th cent. H. 2 in., 
i 4h in: 

C616; 
COMPOTIER. The companion to No. 615, but looking to the left. 


C3027; 

JUG. The body globular, spirally fluted, with high neck from which 
descends the handle to the shoulder, and spouted lip. Pale blue ground 
diapered with tendrils and leaves and dots of darker blue; the handle with 
herring-bone ornament. Mounted with hinged pewter cover, on which is 


stamped F. in a shaped panel, part of which has failed in the stamping. 
177 
Delft. Late 18th cent. _H. 1o$ in. 


Cy017, 

VASE. Octagonal inverted pyriform. White decorated in blue, with 
flowering plant and a bird on the front, scrolls and flowers ; the sides and back 
with flower sprays. The domed cover surmounted by a cock. Delft. 
goth cent: 11.12% in.,.W. 6 in. 

Ge618: 


VASE. The companion to No, 617. 


Corg: 

VASE. Hexagonal inverted pyriform. On the front is a landscape in 
yellow, blue, and green, above and below a large yellow flower in relief; diapering 
in blue between; on the back a rude spray. The domed cover surmounted 
by a parrot. Mark of the three bells beneath De drie Klokken of W. van der 
Does or Peter Simon’s Mess. About 1700. 


C. 620. 
The companion to No. 619. 
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C. Gar, 
PLATE. Green, with four reserved heart-shaped panels bearing flowers ; 
central blue and red flower and four red-scaled cones. Mark W. Delft. 
Late 18th cent. D. 8# in. 


ENGLISH SALT-GLAZEDUY2 Ra 


C. 286. 

TEAPOT. In form of a house, with loop handle and spout formed 
as a bird’s head and neck, held by a hand and arm, a mask below; the windows 
and doors in moulded work, the royal arms of England over one door, a lion 
rampant and fleur-de-lis over the other. Staffordshire salt-glazed ware. 
1720-40. H. 53 in., L. 6 in. 

A similar pot is in the Museum of Practical Geology, London, and is figured (Fig. 44) 
in Professor Church’s English Pottery, 1885. 


Cr 287. 

TEAPOT. In form of a house, with dolphin handle and _fish-like 
spout, a bird on one side, a rude woman on the other. The royal arms of 
England in old fashion over the doors, at the sides of one of which are sentinels ; 
the ends are covered with trained fruit trees, birds, &c. Staffordshire salt- 
glazed ware. 1720-40. H. 6% in., L. 8 in. : 


Larger and materially differing in model from No, 286. 


C, 298, 
COFFEE CUP. With loop handle, eight-sided, each decorated with 
figures, arms, &c., in moulded relief. Staffordshire salt-glazed ware. 1720-40. 


Etaoin |) Lex 


OBJECTS OF THE FORTNUM COLLECTION GIVEN TO THE BRITISH 
MUSEUM, ETC. 


Cusea ns. 
FRAGMENT oF Aa BOWL of pierced work filled in with glaze of a 


cerulean blue colour. The outer edge coloured dark blue. Persian (‘Gombrén’ 
ware). 16th or 17th cent. 

Found in Egypt and given to me by M. Gustave Dreyfus of Paris. Presented to 
the British Museum. 

Cr-3i7; 

LAMP. Of siliceous glazed ware, made for the mosque of Omar at 
Jerusalem in 1549. Inscribed, as translated, ‘In the year 956, in the month 
Jemazi-l-oola, the painter is the poor, the humble Mustafa.’ 

For a full description and coloured print of this lamp, see Archaeologia, vol. xlii. 


p- 394, Pl. xx. It is also figured in Delange’s folio work, Recueil des Faiences Italiennes. 
Presented to the British Museum. 


C... 938, 

DRUG POT. Albarello. With twisted longitudinal projecting ribs and 
raised neck. The surface is grounded in the richest ultramarine blue; a belt 
of ornament and lines round the neck, the raised ribs and bands between 
them of Arabic or mock Arabic inscription in ruby-brown lustre. Siculo- 
Arabian (?). H. 14} in, D. 7 in. = 


TO2 APPENDIX 


C. 329. 

DRUG POT. Albarello. Rich blue ground, the body having longi- 
tudinal twisted stripes with scroll-work between in brilliant ruby-brown lustre ; 
Arabic (?) lettering and lines round the neck in lustre. Siculo-Arabian. 
Hird ib... Dyn. 

These fine and rare ‘pieces are now in Mr. Godman’s Collection; they are illus- 


trated in Mr. Wallis’s work thereon. 


C.. 330. 
VASE. Inverted pyriform with cylindrical neck; the body ornamented 


with oval compartments doubly bordered in dark blue; the centre diapered 
with scroll-work, leafage, &c., in black; the neck in stripes of blue and black. 
Siculo-Arabian. H. 10% in., D. 73 in. 


Presented to the British Museum. 


MEDICIVPORCEL AINE 


Ce201: 


PLATE. Decorated with flowers in blue on the 
grey-white ground in a central medallion. A rim-border 
of flower sprays alternating with strap-work scrolls 
holding sprays, &c. Reverse, concentric lines and four 
flaming grenades or bombshells! alternating with as 
many rosettes; in the centre the mark, the dome of 
Florence and the letter F. Medici porcelain. Second 
half of 16th cent. D. 9¥ in. 


Given to the British Museum, October, 1889. 


(Mark enlarged.) 


1A flaming grenade was adopted as died in 1534, before the Medici porcelain 
an impresa by Alfonzo d’Este in 1512. He was brought to the perfection of this piece. _ 
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C. 299. 

EWER oR DRUG VASE. Inverted pyriform body with moulded 
annular foot, the cylindrical neck widening to the shoulders below and to 
the circular mouth above; the channelled loop handle springs from beneath 
the lip in a curve upward, whence rising in a high counter-curve it descends 
to the shoulder, over which it spreads in foliate scrolls on either side. The 
decoration is of blue flowers, &c., scattered over the white ground; beneath 
the spout, which is of hexagonal section rising upward and outward to the 
front, is a framed label. There is no mark beneath. Medici porcelain’. 
Fitot-m., .W. 6% in. 

Given to the British Museum, 1888. This finely formed piece was purchased of 
Signor Rusca at Florence on April 28, 1880; he had acquired it from the Lardarelli, 
as also the large drocca bought by the late Signor A. Castellani and now in Mr. Taylor’s 
Collection. ‘These pieces are said to have belonged to the family of the master phar- 
macian of the Duke Ferdinand de’ Medici, and may have been pattern pieces for the 
Grand Ducal Farmacia. 


Pek ©! 
CrAato. 
TAZZA OR FRUTTIERA. Cicero presenting a code of laws to Julius 
Caesar. A composition of 
six figures in an interior, 


through a window of which a Gee an 
distant landscape with blue 


é 
hills is seen. Reverse plain, Ceadlo tele 
with the inscription and date In fa Te: a a asiva 


in “blue; (Pesaroe<of) the ; 
irola Tt ( ° 
Lanfranchi Jdotega. 1544. yh Meo & C & & b/ce 


D. 104 in. 


Given tothe British Museum. y “He JS Su 7O 


This piece is important from 

the inscription; thereby we are 

enabled to recognize other works by the Lanfranchi of /e Gadice, near Pesaro. 

_1 For the most complete history of the (4to, Paris, 1882), in which all these pieces 


Medici porcelain, see Baron Charles Davil- are referred to and figured. 
lier, Les Origines de la Porcelaine en Europe 
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Cy 810; 
LIULE. Glazed ; creamy-white ground, with a radiating flower or star 
in the centre, and lined border in manganese black. Naples (probably). 
About 1440. 4 in. square. 


From the church of §. Giovanni a Carbonari at Naples. Given to the British 


Museum. 


CHsiir 
FRAGMENT oF A TILE. Glazed: white, with flower in middle and 
lined border in dark dull blue. From the same pavement as No. 510. 


These were found by the writer among a heap of rubbish outside the church many 
years ago, when some alterations were being made in the vicinity of the monument. 


GERMAN. 


Ge O40; 


PLATE. With wide flat rim of buff colour, and sunk centre, on which, 
surrounded by a dark green cave¢fo, in relief of various colours is the subject 
of the Massacre of the Innocents before Herod. Herod is seated on 
a throne, on the side of which is the monogram /¥\ in relief; a mailed halberdier 
is on his right, a personage in tunic and hat with sword on his left; before 
and around are women with children, among whom two soldiers in mail are 
slaughtering. The colours are dark blue, grey, green, yellow and chocolate. 
Nuremberg pottery of the 16th cent. D. 93 in. 


An extremely rare, if not unique, example. Given to the British Museum. 


THE END 
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